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ABSTRACT 


EO aatee the total of Carlos Fuentes' fiction 
amounts to nine novels and two volumes of short 
stories. On the basis of their thematic content and 
the narrative techniques employed in them, we dis- 
tinguish two significant periods among them and, in 
this study, focus on the works that constitute the 
earlier period: Los dias enmascarados (short stories, 
O54) ea a regen mas transparente (1958), Las buenas 
conciencias (1959), La muerte de Artemio Cruz (1962), 
andeAuUram ho 2). 

The purpose of this study is to analyse the 
function of time in the structure of these works and 
the relationship of this structure to Fuentes' con- 
cept of time in general. Our first three chapters 
are devoted, respectively, to the fictive present, 
ChewlUC ci Ves Das. eeanG "thee LUuSTon OLppast) and present, 
and give a description both of the consistent patterns 
that determine the nature of time itself and of the 
manner in which time is an integral part of the 
Organization of the narrative. . Our fourth chapter 
focuses on the principal thematic elements of Fuentes' 


fiction and shows the relationship between certain 


aspects of content and narrative form. 


On the basis of our analysis, we conclude that, 
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departing from a fictive present initially character- 
ized by an objective chronology, Fuentes has explored 
the underlying nature of time and its significance 
both for the individual and for Mexico. His inter- 
pretation of the present by means of demonstrating 
its relationship to the past allows him to describe 
how time progresses in accordance with a cyclical 
pattern. Such a pattern is indicative of a tendency 
in human behaviour to consist of a constant repeti- 
tion of the past in obedience to the long established 


archetypal patterns of myth. 
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INTRODUCTION 


The study of time can scarcely be considered 
superfluous in any context since, as many thinkers 
have affirmed, there is no experience in life 
which is not attached to a temporal index. Hans 
Meyerhoff states that "Time is particularly sig- 
nificant to man because it is inseparable from the 


Miguel Le6én-Portilla, in his 


concept of self". 
study of the concept of time in Mayan thought, com- 
ments, "el tiempo .. . de tantas formas ha cautivado 
la atenci6én del hombre, ser temporal por excelencia, 
porque viviendo en el tiempo, tiene conciencia de 


sien = 


A. Cornelius Benjamin speaks of "the 

unique pertinence of time to the basic concerns of 
man". > From the moment man became conscious of him- 
self, he has been obsessed with time and with 
himself in relation to it. 

According to theoreticians, ~ the obsession with 
time has been accentuated in the twentieth century 
more than in any other period. A.A. Mendilow, 
writing on the subject of this preoccupation in an 


attempt to analyse the reasons for it, suggests that 


the anguish of modern man with respect to time is 
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partly the result of radical changes in the 
structures, such as religion and philosophy, which 
Sustained him in the past.> Mendilow proposes, 
moreover, that the anguished concern with time is a 
result of the general instability produced by the 


rapid changes in all aspects of modern life: 


It would seem to be not unlikely, there- 
fore, that what is widely referred to as 
the 'time-obsession of the twentieth 
century' is conditioned by the increas- 
ing pace of living, by the widespread 
sense of the transience of all forms of 
modern life, and more particularly 
perhaps, by the rapidity of social and 
economic change. These factors have 
taken from people that feeling of 
stasis in society, that assurance of per- 
mManence that appears to have marked more 
confident and more slowly changing 
periods. 

Disintegration iS menacing every 
itera) ere) dae) yy 

Everywhere the old configurations 
have broken up. 6 


Furthermore, the suggestion has been advanced that 
the twentieth century interest in time is not new: 
it is simply that in the present century there has 
been a more conscious attempt to formulate a 
philosophy which has always been implicit in the 
total perspective of the West. / On the other hand, 
J.T. Fraser sees the Second World War as a key to 


the problem in the present century: 


In that upheaval, more than in the 
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routine existence of organized society, 

ideas related to time, such as inevita- 

bility and the freedom to dispose of 

one's time appeared in no uncertain 

terms as the fundamental aspects of 

existence; reminders of the irreversi- 

bility of death (a knowledge of temporal 

nature) were the order of the day.8 

Whatever the causes may be, the profound pre- 

occupation with time is manifested in several ways 
in all forms of life. Mendilow observes, 

Where the very modes of thinking and 

feeling bear the mark of the time- 

obsession of the twentieth century, 

it is but to be expected that the 

forms of artistic expression will do 

likewise. The concern for time 

reveaicmi tse! feinseveryrart. 
As Mendilow also points out, literature is 
particularly sensitive to time because, as a tem- 
poral art, it describes events that take place in 
time ac” Time is especially relevant to the narra- 
tive and has become an obsession of modern 
novelists in particular, the result, as Mendilow 
affirmed, of the "Sensitivity of the novel to the 
forms and pressures of the age as 

Because of the significance the discussion of 

time has assumed in the twentieth century and 
because of its particular relevance to fiction and 


the interest shown in it by various contemporary 


writers, it has become important to study the 


: $ 
' welona Bas 0m Do IRAE ‘ree aurtavot 
» ¥ . 
-sf¢ivent ce tope ould of Segelsx Beene :. + 


t 
¥ e 5 § - 
Yo wedtre)i ch. mltieele ald One GPLiia 
i ‘ So 
meet te iH. Oh mi Sans. ff 2s 8 ane 
‘ yi ae FE evtrniatir hrs ude Su BrnTRe 
= - rl fs; { iz ssh ow? tone = 
‘ P| 6A ‘ 0) { i 
i Aes ue ae BY 3 Sh bite : : 
‘e34 $ to SEBO sclt ef56~ (ost tal 
i] 
r i a VB oe +ectA ’ 
I a an } , 7. ere) oy) bere | 
if 
‘ss m recy es oe 
- c : 
‘ r ie i 
, Tiel. “tau w| ¥ - 
- - * c i 
x ¢ » as «4 = 4 ty F i 7 
{ rs a te 
rrr % ee 
} 7. Ser £ g oS 
_ 
' ; Pag 
roe WOBLS5d ot a Lior f7te-s : £ 2S 
os ae a aT , 
: ‘ Cc > IA tra 3 [S30 299 4 
it S) : 5 eal i 4 « Owe i, ] 


TT S0GM 1¢€ Preys => = q iG. Gutace a | Bae f ZS : 
ut dé ivesci of3 plvucistaa at eyetieves 
_ 
) 
> PT) 7 o> 
ea7 os Tevor sane fa, vaeeiracaase" ect co ak er 


as jae ots io setneetg foe gmied 
‘ : 
coe ait anagitang ee wit ip eonegat 


Fe ANN ites Base eeseien er te 


cone : 


'  - : 
eee io. i 


a = 


function of time in the works of modern novelists. 
Margaret Church points out that "the understanding 
Ofmchnenloum,a Content, sthnought: and moti£ of fiction 
depends on the understanding of an author's 

attitude toward time and space". In other words, 
the novel in its totality reflects the author's 
attitude towards e meeue By the same token, Georges 
Poulet considers it essential to focus on the 
writer's sense of man's time and space in order to 
discover the total significance of his Gee 
Mendilow, too, agrees that "time affects every 
aspect of fiction: the theme, the form and the 


15 In order to understand a 


medium --language". 
writer's work fully, it is therefore as important 

to study the effect of time on his technigue and his 
form as;it is to study its effect on his themes. 

In the light of these and other, more particular 
concerns, we have chosen to study the problems of time 
in part of the work of Carlos Fuentes. Carlos Fuentes 
is one among many contemporary writers of fiction in 
Spanish America for whom problems of time are of great 
interest. Their interest is not unique, but is part 
of a tendency that originated in western literatures, 
in the work of Proust, Joyce, Faulkner and Dos Passos, 


for example, whose novels have had a significant 


influence on contemporary writers in Spanish America. 
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But Ivan A. Schulman offers a more essential 
explanation for the preoccupation with time in the 


Latin American novel: 


El hombre goza de la libertad, afirman 
los te6éricos del existencialismo: pero 
una libertad sin tradiciones y sin 
armazo6n plat6énica es, en verdad, una 
libertad aterradora, pues impone sobre 

el individuo el deber de escoger y de 
determinar su destino individual. 

Para el hombre americano este atolladero 
se complica debido al problema cultural, 
- . « CS decir, el de la resoluci6n del 
problema de la autoidentificaci6én y la 
bfsqueda de raices en el pasado. De 

alli que pueda explicarse en un contexto 
hispanoamericano, como vigencia y no 

como imitaci6én, la obsesi6én por el tiempo 
casi universal entre los novelistas de 
América. El tiempo es para ellos 
historia, identidad, el peso de problemas 
soterrados y de latente explosividad. La 
tematica del tiempo en la narrativa 
contemporanea, y sobre todo, su movimiento 
TiVeLSOMCOMOsCh Via jGnamla semiullagys Los 
pasos perdidos, de Alejo Carpentier, son 
un reflejo del dilema cultural 
hispanoamericano.16 


Among the major contemporary writers of Spanish 
America most concerned with time are Jorge Luis 
Borges, Alejo Carpentier, Juan Rulfo, Miguel Angel 
Asturias, Gabriel Garcia Marquez and Carlos Fuentes. 
Although there are considerable differences in their 
treatment of the subject, the cultural dilemna of 
which Schulman writes is reflected in all their 


works. 


Carlos Fuentes is one of the best known among 
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contemporary novelists of Mexico. In his fiction 

he discusses some of aes eee Critical problems of 
Mexico and, hy implication, of Latin America and 

the world in general. His novels and short stories 
are characterized by an obsession with time, ata 
Superficial as well as at deeper levels. Moreover, 
it is evident in all aspects of his work, for even 
the other themes he treats are, to some extent, 
closely related to his concerns about time. The 
structures of his narratives do not revolve around 
the conventions of beginnings, climaxes and dénoue- 
ments, but around time. In fact, time appears to he 
the most significant factor both of the themes and 
the form of Fuentes' novels and short stories. To 
this extent, it could be argued that an understanding 
of how time functions in his narratives appears to be 
essential to an understanding of his works. 

To date, Fuentes has published nine novels and 
two volumes of short stories: Los dias enmascarados 
(short stories, 1954), La regi6én mas transparente 
(1958), Las buenas conciencias (1959), La muerte de 
ArtEMLoOs Couzane 962 )Pyhunas (1962) es Cantar ce ciegos 
(short stories, 1964), Zona sagrada (1967), Cambio 
de “pie 1iil96 ye cumpleafios 1969)qn Terra nostra 
(1975) and La cabeza de la hidra (1978) a! However, 


this study will deal only with his early fiction, and 
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WiltecOons ius tmoteianvanalysis: ofe his first five works. 

Mibhoughetheres iis van yevi dent sicontinuous 
line of development throughout Fuentes! works, there 
is also a significant difference between his earlier 
and later fiction that permits us to identify the 
former as a relatively homogeneous group constitut- 
ing an appropriate corpus for the study of his use 
of time and its relationship to narrative structure. 
POLe tics most spabiy OUnsdl Vision: Of has tworki iinto two 
distinct periods (1954-1962 and 1964-1978) is founded 
on two baSic criteria: on the one hand, the nature 
Omsthe -contentwom his: fictionvand. "on the other? his 
treatment of time as a significant element of 
sbLucture, Welt eis probablylnotaceidental: thatveach 
of the periods described is "introduced" by a volume 
of short stories which anticipates many of the 
narrative techniques and preoccupations developed at 
greater length in the novels to follow. In this 
sense, they not only introduce the novels but provide 
a general focus, both in terms of the style and 
themes. 

The nature of Fuentes' writing itself is the 
principal factor in dividing them as indicated. 
Liethie sfirst anstance - “che “divlslon 1s a prodquct mor 
their subject matter. The early novels and short 


stories are decidedly Mexican in content. The 
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principal characters, the majority of the minor 

ones, and the settings of his narratives are all pre- 
dominantly Mexican. Moreover, as can be expected 
from the use of Mexican characters and settings, the 
early works deal with themes pertinent to the 

Mexican situation, such as the society of Mexico City 
and the regional capitals, the past, present and 
future of the nation, and Mexican mythology. 

Another of the major themes which clearly 
separates these early novels and short stories as a 
group fromethe tlaterefiction ms their relationship “to 
history, a theme which is so prevalent in Fuentes' 
early writings that they could almost be called 
historical works. This does not mean that history is 
not treated in the later fiction; it may even be con- 
Sidered to have a more fundamental importance in some 
later novels, such as Terra nostra. What distin- 
guishes the earlier works as a group is that they all 
deal with Mexican history, starting from the modern 
beginnings of Mexico and leading up to the present. 
The fact that much of this historical material deals 
with the Mexican Revolution of 1910 and the charac- 
teristics of its development is another unifying 
factor in the early works, and one which decidedly 
separates them from the later fiction. In fact, 


there is only one example of non-Mexican history in 


. | : 
sor im ett Ta Virago (eaerersers 'wQionteg. 
cag ile ota Bev thebinn eit oO spaissoe oe Soe aan ie 


Peadooenes a! gas €8 42avguTonM née. noms 1 cioncteten i 


git .epal+ige bad exGROeaBve tes cker “> ony O87 @pE? ; 
WESISY aecens 7 ‘yovw viiee 
et b- CD TAG e.DeG @hS 8s Uh. «col it daolnent : 
Base ots .elattqat vines sa9 O06 
1BO LSA 0 ivf i'n. Sts 
yf" a 
‘ ao d*t ry hy svc ' i , 22 S260 gn 
) MmOs : y NOi0 7 ea BS 7 svuoas 
4 79% i otere Stz-OS a4 dachy ‘ /so2el15 : 
“> So & ot )9 0 ee . ] G4 i 2 3 vizae 7 
ar ae 227 nmesm Jon re g 4 37076420 i 
ane: Gi 7a sem 3) (ROLISDIS Meee yw 8h Sages Sen ; 
anez m) sacatyagitl Lagnemionuy omc; WET. a7 Oeaerks 


eaniteso code <S2geaot 2. oh Mone .Raeron s02B1 
iin eede tery €l svew 9 a8 etuce to) fteb era. eetajayg 
mushoo off m@gh frietiectes -toetoid tathioaeh Gap, feed 
Soeneks wet os gr eb1beSL Pac. -oAee’ 35 spi phage 


‘\@éeeh is t tect nan 


_ = re 


ppkiegedleasd Go ded 264% aah GAP |” 
7 r : : ; ) tool : iy - ; 


- 


the early works, the reference to the Spanish Civil 
War in which the son of Artemio Cruz is killed (La 
muerte de Artemio Cruz). 

Unlike the earlier works, beginning with Cantar 
de ciegos and increasingly in the novels which follow, 
the formerly "closed" environment of the novels and 
short stories is "opened". In terms of characteri- 
zation, settings and content, there is a tendency to 
look towards the world outside Mexico. In Cantar de 
ciegos, although for the most part the major charac- 
ters are still Mexican and many of the stories are 
set at least partly in Mexico, there is a general 
broadening of the fictional environment. The younger 
Elena portrayed in "Las dos Elenas" is a liberated 
woman, not unlike her counterparts in countries of 
the world other than Mexico. The action of "Un alma 
pura" takes place in Switzerland, and one of the 
Major characters, Juan Luis' wife, is non-Mexican. 

"A la vibora de la mar" takes place on board a cruise 
ship and involves all non-Mexican characters except 
Isabel, the protagonist. Although the major charac- 
ters of Zona sagrada are Mexican, many of the other 
impOLbtants Characters ,ssuch aseGiancarlo eaLewnok. 

And even Claudia and Guillermo do not appear to be 
typically Mexican, particularly when one considers 


the glamorous, cosmopolitan lives they lead. 
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Moreover, only a portion of the action takes place in 
Mexico; much of it occurs in Europe. Similarly, while 
two of the major characters of Cambio de piel are 
Mexican, the other two, equally important, and all of 
the minor characters are foreigners. Although the 
basic action is set in Mexico, the majority of the 
flashbacks, which are extensive, deal with action 
which takes place in other countries such as the 
United States, Czechoslovakia, Argentina, Greece. 

None of the "reincarnations" of the characters in 
Cumpleafios appears to be Mexican, and the majority of 
the action, except for one minor incident in the Gulf 
of Mexico, takes place in Furope and in England. The 
CONLCH TBO LeLeura nOostoaml smolmlllaresthne Characters 
are Europeans and, except for the chapter entitled "El 
nuevo mundo", which takes place in a location in the 
Americas, the action is based in Europe. 

The later fiction reveals much broader thematic 
perspectives, which not only encompass considerations 
of a universal nature, but, in many cases, establish 
a contrast between life in Mexico and life in other 
parts of the world. The basis of Mexican mythology in 
Los dias enmascarados is placed in the broader context 
of a more universally recognised mythology in Cantar 
de ciegos, Zona sagrada, Cambio de piel and Terra 


nostra; for example, the classical myth of Ulysses and 
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Telemachus, Penelope and Circe, and the Judeo- 
Christian myth of Adam and Eve. Concern for the 
individual in Mexico and his direction --in Lia regién 
mas transparente and La muerte de Artemio Cruz-- 
becomes concern for the direction of man in general 
--in Zona sagrada, Cambio de piel, Cumpleafios and 
Terra nostra. By the same token, the three major 
"historical" works of the later period --Cambio de 
pre ecumpleanos sand WTerrasnostra—— all deal with 
European or universal history, and where Mexican 
concerns are dwelt on, they are also placed ina 
broader wmuniversal context. 


In terms of the aspects of time which must be 


discussed with respect to Fuentes' writings, there are 
also significant differences between the two groups of 
works which woula,, tO.a,. great extent, make it diffi- 
cult to treat them in the same manner. The later 
novels have a looser form and appear to be much less 
deliberately "structured" than the earlier ones. 
Moreover, it is clear that the methods employed to 
discuss time in La muerte de Artemio Cruz or La regi6én 
mas transparente would need to he elaborated and 
refined if applied, for example, to Cumpleafios OX 
MNapebarat elol—y wurtake 
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of Carlos Fuentes' works into two periods, and also 


aa : eee ean anes: aoe Sti sole? mr ame? tase is 


caps 1.0: 2 ee ees 


»¢ 1 ' ° : ' 
i & ; 
: i] 
-cafur. wth Bap 5 dees ot bAB! err ares. au 
he 
‘iid 262 -caeorey « «. SeR-DAe Pads TO Oem ans 
Nery r icin~ Hetensg ib Sha fin Ontxee ae Tevb iver 
~~Cirg imo i 40 eG rate - Chat eee 
~ Gadlen > a oe — = = 
{ wey ff san Said) eb G2 Asis anjeaoed 
: > 2 ea > Faw BROA Yer e 
* + nt - : —_ — 4 ; 
| os Geis wade Some odd yl «ee eee 


+ - be oo % a | 
: Gad * 2 } av : 
7 
/ , 2142 3i i S sn retiww Mi 
& - : 
; 
e ~ t ahead 7 7 
se SRY I ir o ie ‘eh : ; = 
. $ 
° » he 4 i+eeye Be jon f: ] 
i q , . ' ‘i | en — ? oA ~ 


ot ch « imsisve o£ A 5 ’ SASCWw 7 
. - yA 2 Te, : 
astaul’ Sse weak ening 85). ws oes bod + « #ee : 
ae 7 z 
seul , coda S208) 2hEGG6 hive teow 44a 50 | aL 2. ee — 


or. ohare mal 23 
poao watliBs, Gs Ohekt’ “ayes. (hae wrse anos _ 


oF bey rl gots pig ites asf Arid sPele et a. cero a 


, errs, bad 


hy 
because a detailed study of time in his entire work 
would be a very lengthy, if not unmanageable, under- 
taking, we propose limiting our analysis to his 
frst volumes oteshort Storiesiandshis fixrst® four 
novels. Much has already been written on Carlos 
Fuentes, in countless articles, numerous dissertations 
and several books. Our study, however, is intended to 
compensate for a significant lack in critical litera- 
ture on Fuentes. Time and its importance in narrative 
structure; oins all¥orvine atmajorepart of Fuentes’ 
fiction, has not yet been the subject of a systematic 
and comprehensive analysis. Some major studies on 
Fuentes have appeared, with chapters dedicated to time 
as a theme, and these have also included some discus- 
sion on related aspects of structure. In his disserta- 
tion on time in the Spanish American novel, Armand F. 
Baker studied this aspect of La muerte de Artemio 
Cruz in comparison with other contemporary noveLSeme 
More recently, Liliana Befumo Boschi and Elisa 
Calabrese have studied time and myth in three novels: 
La muerte de Artemio Cruz, Zona sagrada and Cambio 
de phelone The work of Rene garayee on myth in La 
muerte de Artemio Cruz, was found to be especially 
pertinent for our Chapter IV. Although they do pro- 


vide interesting insights into the novels discussed, 


none of these studies is an attempt at a comprehensive 
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view of time in Fuentes' work. 

The purpose of this study, then, is to analyse 
the function of time in the structure of Fuentes' 
early fiction and the relationship of this structure 
to the major thematic elements concerning time 
expressed in his works. Such an analysis will not 
only allow us to understand how time has given shape 
to the novels and stories discussed, but will also 
provide some insight into the meaning of time in 
Fuentes' works. We will not attempt to discuss the 
nature of time as a universal or metaphysical concept, 
but will endeavour to focus on the constant indica- 
tions of his concept of time in order to arrive at 
some idea of its importance in his works and what it 
means to the author himself. 

Our discussion of the role of time in the works 
of Fuentes to be analysed will be presented in four 
chapters. Under the headings of the fictive present, 
the fictive past, and the fusion of past and present, 
corresponding to our first three chapters, we will 
describe the manner in which time is an integral part 
of the organization of the narrative and how several 
consistent patterns emerge that determine the nature of 
time itself. Our fourth chapter will deal with the 
principal thematic elements of Fuentes' fiction and 


will show what relationship exists between certain 
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aspects of content and narrative form. 
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CHAPTER I 


Pont CLV Eh ePRESENT 


It is the general nature of narratives to adopt a 
causal pattern governed by the unfolding of time. In 
the modern novel, however, the narrative often develops 
along a number of different lines, all governed, in 
varying degrees, by the movement of time. Yet, even in 
modern novels, there is often one level of the narra- 
tive which serves as a point of departure, a basis to 
which all other aspects of temporal structure are 
related. This level of the narrative, and its function 
aS a point of departure, are described by A.A. Mendilow 
in Time and the Novel as the "fictive present": 


There is as a rule one point of time in 
the story which serves as the point of 
reference. From this point the fictive 
present may be considered as beginning. 
In other words, the reader if he is 
engrossed in his reading translates all 
that happens from this moment of time 
onwards into an imaginative present of 
his own and yields to the illusion that 
he is himself participating in the action 
or situation, or at least is witnessing 
it as happening, not merely as having 
happened. Everything that antedates that 
point, as for instance exposition, is 
felt as a fictive past, while all that 
succeeds it, as for instance those 
premonitions and anticipatory hints that 
novelists find so useful for directing 
the attention forward to the climax or 
evoking a.feeling of suspense, are felt 
as future. 
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To speak of the "present" in the term "fictive 
present" is, however, deceptive. It does not 
necessarily imply the existence of a genuine present 
and in fact refers to the present moment of neither 
the author nor the reader. Usually, the fictive pre- 
sent is a past time from the standpoint of both the 
author and the reader, although, as in the case of 
many works of science-fiction, it could also be a 
future. By the same token, the fictive present is fre- 
quently narrated in the past rather than the present 
tense. The present moment of the characters and of the 
basic story is portrayed by the narrator as belonging 
to the past and is communicated as such to the reader, 
for whom the events narrated are even more remote. It 
is therefore through the skill of the writer and the 
mental effort of the reader that the illusion of a 
fictive present is created. 

As a point of reference and point of departure 
for the narrative, the fictive present serves to pro- 
vide the reader with an objective sense of time and 
is the level of the narrative which has the greatest 
correspondence with the reader's real time. Known also 
as conceptual or chronometric time, "objective time" 
refers to time measured by the clock. It is the time 
of common reality, conveniently measured by motion and 
change and calculated in seconds, minutes, hours, or in 


days, months, years and centuries. Objective time is 
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20 
therefore synonymous with the chronological computation 
of time and is unaffected either by events themselves 
or by the manner in which those events are perceived. 
It is solely a means of obtaining an objective measure- 
ment of events. According to Mendilow, it is "the 
time-relation among objects, unaffected by man's 
perception". "Clock time", he explains, "has no mean- 
ingGeton «the amagination)buteis a highly. artificial and 
arbitrary convention evolved for the purposes of social 
expediency in order to regulate and to coordinate 
actions involving more than one person. We catch a 
train or leave the office or sit down to dinner by 
clock time". ? 

Absolute objective time is, to some extent, 
extraneous to fiction. Strictly speaking, it does not 
pertain to the novel because the chronological flow of 
time is not subject to being halted, encapsulated, or 
recaptured through literature. As Mendilow has 
demonstrated, a true sense of objective time is 
pertinent to the novel from an economic rather than an 
aesthetic point of eRe It concerns the time 
required either to write or to read, actions which, 
unlike the events described in a fictional narrative, 
occur within the context of a real historical time 
and can be recorded precisely. True objective time 
is therefore exterior to the novel and has less bearing 
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that is entailed in its production and presentation to 


the public. 

When discussing the novel, the objective time 
with which we are concerned is, in reality, no more 
than a semblance of objective time. It is "fictional 
time" or the "pseudo-chronological duration of the 
theme of the novel".* Although the novelist may have 
endeavoured to establish the exact period of time 
encompassed by the events narrated in his work and may 
equally have sought to create the sensation of the 
passage of time, the chronology he constructs is, at 
best, artificial. It cannot be measured in exactly 
the same manner as real historical time and is not sub- 
ject to the same constraints. The selection of 
materials undertaken by the novelist in the composition 
of his narrative entails, for instance, a form of 
manipulation that appreciably affects the representa- 
tion of historical time. In the simplest of terms, a 
narrative that covers the events of a few hours may 
require much longer than a few hours to read, while 
another that encompasses several years evidently does 
not require such an extended period of reading. By 
the same token, just as a novelist may devote many 
pages to the events of several moments, those of several 
years may be dispensed with in no more than a few lines. 

In this chapter, we shall comment on only one 


aspect of "the pseudo-chronological duration of the 
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theme of the novel", namely, the role of chronology 
in the creation of a fictive present as a basis for 
the narrative. Our analysis of the fictive present 
will not only permit us to determine the extent to 
which Fuentes has organized his narratives within the 
context of an objective frame of reference, but will 
Claricyscerltainwaspects OL) the structure of his’ work 
and thereby provide the basis for a later discussion 


of the thematic implications of his use of time. 


Los dias enmascarados 

Los dias enmascarados, Fuentes' first work of 
fiction, already contains rudimentary forms of 
several features characteristic of his later works, 
with respect to the themes and general content of the 
stories and certain aspects of narrative technique and 
StLuctuLe we Olmthe, Six Storlessinsthey collection, afour 
are developed according to a traditional linear 
narrative pattern, with no evidence of the chronologi- 
cal dislocation that is typical of many modern 
narratives, including Fuentes' later works. One of 
the stories, "En defensa de la trigolibia", a seven- 
paged account in which political rhetoric is satirized, 
is more of a narrative essay than a short story, 
containing little that could be considered character 
study or development. The remaining story, "Chac Mool", 


has a three-tiered narrative structure. 
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The fictive present of "Tlactocatzine, del 
jardin de Plena eta ta de la orqufdea", PPOr 
boca de los dioses" and "El que invent6é la pélvora" 
is, in each case, equivalent to the total period of 
time encompassed by the narrative. Thus, a discussion 
of the fictive present of these stories is tantamount 
LOmaTOlscusStOneOLeLuclrmentire plot. in, three.of 
them, the total period of time involved is relatively 
brief and, perhaps as a consequence of this fact, is 
developed with considerable attention to documenting 
the chronological continuity of the sequence of events. 
tie tac Locarzine, cel qarcin de fPlandes”™, for example- 
are depicted six days in the life of a young man in an 
old mansion haunted by the ghost of the Empress 
Carlota. An awareness of the chronological sequence 
of events on the part of the reader is maintained 
because the text contains the reproduction of the 
narrator's own diary which, moreover, constitutes the 
entire story. There is no dislocation of events since 
the diary can only serve to maintain a chronological 
record of events. Although the verb tenses in the 
narrator's account change constantly from the present 
to the present perfect or to the preterite, the 
narrator nevertheless manages to maintain the temporal 
links of the plot by indicating such things as the 
period of time he has spent in the house ("Menos de 


veinticuatro horas entre estos muros", p. 40), or 
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the exact time of day ("Sonaban las seis cuando 
escuché ma@sica en el salén", p. 46-47). 

imvpLetaniagge-lanorguidea’, the story of a 
Panamanian whose death is caused by an orchid which 
issues from his body, the period of time encompassed 
by the narrative is less than twenty-four hours. 
There is little attention paid to recording the pas- 
sage of time in any sense, but the causal sequence of 
events is sufficient to maintain a linear chronology. 
There are specific indications, however, that place 
the beginning of the action .at noon on. a day in winter 
("Mird, vé: ya empez6 el invierno"; "eran las doce del 
dlat#ape SDijeancaists endingdseing the early, morning ofthe 
following day ("Y alli amaneci6 Muriel, partido por la 
matcadis |p. 5c) ~athe events: of .Por,boca de.Jos.dioses", 
depicting the encounter of the protagonist, Oliverio, 
with the gods of Mexico, are also encompassed within a 
period of less than twenty-four hours. As in "Letanfa 
de la orquidea", the action begins about noon one 
unspecified cay and ends at daybreak on the following 
daVyse ain this,case,s too, the; actiongis, developed 
according to a linear chronology, with no dislocation 
of events or suspension of the fictive present. 

The structure of the fictive present in "El que 
invent6 la pélvora" differs from that of these three 
stories in one aspect only: the period of time 


involved is considerably greater. The fictive present 
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25 
is developed without interruption and covers a period 


of more than a year. The fact that the events of this 
relatively long period of time are covered in a short 
Space (fourteen pages) has little bearing on the 
chronological development of the narrative in this 
case. What might possibly have been affected is the 
unity of action. However, its unity is preserved by 
the fact that the story focuses on a single issue, to 
the exclusion of the development of character or the 
detailed development of plot. A great deal of time 
passes, but only a single, sustained event is depicted, 
and there is much repetition in the little that actu- 
ally does take place. The story is a graphic illustra- 
tion of the absurdity of consumer society and rapid 
consumption in the twentieth century. A long period 
of time is therefore necessary in order to illustrate 
the gradual deterioration of society and its effects, 
but Fuentes passes over a great deal of time with just 
a brief comment. The chronology is maintained through 
the uninterrupted causal sequence of events. However, 
the repetitiveness of the action creates a cyclical 
effect, which is further reinforced at the end of the 
story, when the narrator is depicted as having returned 
to the very point of man's origin: 

Estoy sentado en una playa que antes --si 


recuerdo algo de geografia-- no bafiaba mar 
alguno. No hay mas muebles en el universo 
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que dos estrellas, las olas y arena. He 

tomado unas ramas secas; las froto, durante 

mucho tiempo .. . ah, la primera 

Chis aan ure \Dsn 20-07) 
With this in mind, the knowledge that a year has 
passed since the beginning of the narrative ("Ahora 
que ha pasado un aho desde que mi primera cuchara se 
derriti6d ... ", p. 94) creates little impression on 
the reader. The importance of a linear structure is 
thereby diminished in favour of the cyclical notion 
implicit in the return of man to a pre-consumer 
society. 

"Chac Mool", the first story of Los dias 
enmascarados, is the most interesting in the volume 
from the point of view of narrative technique. It 
differs from the others in that it is based on three 
distinct time lines. The story of Filiberto's death 
at the hands of Chac Mool, the Mayan rain god, is 
narrated through the transcription of Filiberto's 
diary and) throughtthe story told by his friend after 
his death. The use of this technique in this context 
poses some problems particularly with regard to 
determining what should be considered as fictive 
present. Essentially, the problem arises as a conse- 
quence of the presence of a narrator who identifies 
himself as a friend of the protagonist of the story 


but who is temporally removed from the story he 


narrates, which in turn is developed on two different 


va 
2» .omes y selo Ged geedtantee ee) Sap 
Wha. , OSTA est «ee o Ysttes Shr ~oOoR TES, 
erred te ai Bw 9. (CREST cudpanie 
(TaeOo sO) 6 . . -D 
77 
aay sone € 280d Sebelwoad ete .bntm me eis aaiw oe 
asanA") £ 4s0 act tO PALM seSsc ef amnse Dhogesq 7 
FE pt viaa of 9up Gach Ole Ar Cleat] fi eatiG) od 
ty @eftaers (bt ~." , , « BLeepae® a 
wr se g 0.0 ae de eT Se i eehaes off _ 
eid Bo. Thev: e* So nimi yasted 
of amir dG aguers sos A tin tigaz : 
viaroe 
70 > = som Séiw ; . 
3 ese4rt now es. Bee 4 naiemns an 
3 ; ion 3o we 5 sai0c wht mow 
sain : $2 Jee 234 sis mort e208 2lh a 
éteuh op acuad fat te Qtose sav .agnif omty Jpahere — 


~~ gee cdyelt silo , foot Sad 20 abril @a> 36 i. 
a*esteclii it 20 noingexs eneird es denoals Seegtiee 7 a 
vaghe Lealt? dad eet Higa wyoss ate tpeas ts qyeit . ' 


4yormo> aifg. oh Suyperciesd atte 3a. eev aff .ireeb eid = 


as N26 9% madi asad Veet da ewin say tedie” B paeod. : ae | 
aaa 
) erat og! Rs te inte ed = seodw palntovseaeb | es, 2 
> | = : re 


= 


: = ro fie rte} a —s i 
nso exit inland gttimszceeen opment) 
7<- + rs i are : 7 - ; 
i 7 A i re - a ae ~ — - 

a m Sa. & , Lae ) : 


2 


CiMeCw Lines eminuanstracti sense, | ther fictivespresent 

is the narrator's present time, the moment in which 

he tells his story. However, his present time is 

not pertinent to the narrative itself. It is so 
unrelated to the major events of the story, that we 
may be tempted to disregard it as a possible fictive 
present. Nothing is known about the narrator's 
present time except that it is to be placed some time 
shortly after the occurrence of the incidents narrated 
in the story which begin with Filiberto's death during 
Holy Week ("Sucedi6 en Semana Santa", p. 7). lLike- 
wise, nothing is known about the present actions of 
the narrator at the moment he conveys his narrative. 
However, Since the narrator is presented as such and 
identified as the friend of Filiberto, his time must 
be taken into account if only for the sake of 
determining his perspective. The fact that the events 
he proceeds to narrate are placed in an objective 

time frame from the very beginning ("Sucedi6é en Semana 
Santa", p. 7) leads one to place his present time also 
in such a framework. It is as a result of considering 
the moment in which the story is narrated that the 
entire story itself may be considered as belonging to 
the past. If it were not for the phrase at the 
beginning of the story, "Hace poco tiempo Filiberto 
muri6é ahogado en Acapulco" (p. 7), which situates the 


event a short time before the narration, the fictive 
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present of the story would consist of the period 
beginning with the death of Filiberto and ending with 
his friend's (the narrator's) arrival at the house. 
In relation to this possible fictive present, the 
past would then entail the other time represented, 
the story of Filiberto from approximately one and a 
half years before his death until he leaves for 
Acapulco. By taking the time of the narration into 
account, however, none of the other action of the 
novel can be considered as fictive present. 
eChaceMoOleeis the only story of Los sdias 
enmascarados which contains any novelty in terms of 
the techniques employed in the fictive present. Its 
most significant aspect is to be found in its use of 
an identifiable narrator temporally removed from the 
events he is narrating, a form which does not recur 
in Fuentes' early fiction but does appear, ina 
variety of forms, in several later novels (Cambio de 
piel, Zona sagrada, Terra nostra). As a narrative 
developed on different time lines, "Chac Mool" is a 
precursor of the majority of Fuentes' later novels. 
For the rest, the narratives of Los dias enmascarados 
follow a traditional structure, cho chee probably 
be explained, particularly when one considers 
Fuentes' later works, by the fact that Los dias 


enmascarados was his first work. 
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La regi6én mas transparente 

Except for the novelette Aura, in which a sense 
of chronological cohesion is partly the product of a 
relatively brief span of fictional time, La_regi6én m&s 
transparente is more dependent than any of Fuentes' 
other early novels on the continuous development of a 
Pehl Vvesplecen meet Mari ly, eiitoe ts beCausew1n sla 
regi6n mAs transparente the basic narrative is 
developed within the context of a specific chronology. 

The plot begins precisely at 6:15 one unspecified 
morning in 1951, when Gladys Garcia, a jaded prosti- 
tute, is seen leaving a cabaret (pp. 21 and 22). 
Although the time of day is given, it is only in the 
index of the novel that the year is indicated. An 
Oblique reference to the year does appear somewhat 
later in the text, in the lyrics of a song ("Ay minué 
minué minué, lo bailaba el siglo quince y ahora en el 
SMicventamvmunOn 7 MO .mnOL) , OU iba USBnOteuUntL.L the end 
of the first two major parts of the novel that there 
is a specific reference to the year (p. 435). The 
action of the entire novel is concluded, at the end 
of more than four hundred pages of text, on a night in 
December in 1954 (pp. 436 and 453), with a description 
of Ixca Cienfuegos' wandering through the streets of 
the sleeping capital. 

Although the chronological limits of the novel 


are easily established, development of the narrative 
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is by no means straightforward, but follows a 
considerably complicated and tortuous path. The 
ordered development of the fictive present is repeat- 
edly suspended in favor of the fictive past. The 
rhythm of the narrative varies appreciably. At times 
it is slowed to allow for the narration of events that 
occur Simultaneously in different places. At times 
Fuentes has exercised a rigorous selection and 
compression in the narration of events and has omitted 
lengthy periods of time in order to cover the total 
span of four years more rapidly. All of these factors 
produce an extremely fragmented structure, often 
obliging the reader to re-construct the chronology of 
the narrative by focusing whenever possible on the 
sequence of events and the scant references to time 
when they occur. 

In order to examine the nature of the fictive 
present in La regién mas transparente, it is necessary 
to consider the three parts of the novel separately. 
These three parts in fact correspond to three unequal 
periods of time: Part I covers a mere three days 
early in 1951; Part II encompasses a period of several 
months ending on September 16 of the same year; and 
Part III focuses on the last eight months of 1954. 

In accordance with the nature of its content and 
narrative form, Part I may be divided into two 


segments. The first segment begins, as referred to 
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earlier, with the introduction of the prostitute 
Gladys Garcia and an observation as to the time of 
day (pp. 21 and 22). There are enough references to 
make it clear to the reader that immediately after 
the introduction of Gladys Garcia the action is 
abruptly shifted to the night of the following day 
(pic 4)e Bit distons thatenightthateGladys Garcia 
encounters Norma, Pichi, and others who are on their 
way to Bob6é's party, a party which then becomes the 
focal point of the narrative for the next 37 pages 
and serves to introduce an entire group of new charac-— 
ters, many of them belonging to the upper strata of 
Mexican society. 

As the description of the party progresses, the 
passage of time is perceived not so much through 
specific references to time itself (there is only one 
more in this segment: p. 49) as through the sequence 
of events and the arrival and departure of the 
carousers at the party. Moreover, a new element is 
introduced: the description of the party is alter- 
nated with the narration of events that occur in a 
variety of different localities at the same time as 
the party continues. In representing these different, 
but simultaneous, actions, numerous space-shifts 
occur, with the result that the narrative alternates 


between the party in Bob6's apartment and several 
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other localities, such as Federico Robles' office 
(p. 32-34), the restaurant at which Juan Morales 
entertains his family (p. 35-38), the bar where 
another group of revellers are about to set out for 
Bob6's party (p. 45-46), or the apartment where 
Hortensia Chac6én is waiting for Robles (p. 57-58). 
Although the events external to the party are repre- 
sented as simultaneous to the party itself, there is 
not sufficient continuity among them to indicate any 
progress in the passage of time. By and large, they 
are isolated incidents, in some cases related to 
others which occur much later in the novel. What they 
do demonstrate, however, is that the fictive present 
of La regi6n is not restricted to a single linear 
sequence of incidents ordered chronologically. 

The end of the first segment of Part I coincides 
with the end of the description of the party at 
Bob6's. A cycle of two days is thereby completed. 
However, a chronology of the passage of the hours is 
evidently less important than the fact that the 
incidents narrated occur either in the early hours of 
the morning or during ethesnight aeelopthiseextent, the 
development of a fictive present is more dependent on 
the cyclical representation of time than on its linear 
progression. 

The second narrative segment of Part I covers 


the events of the day following Bob6's party. It 
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38 
begins, as the first segment had, with a precise 


reference to the time, eleven in the morning (p. 62), 
a reference which supposes an abrupt shift in time 
similar to that in the first segment whereby Gladys 
Garcia was first portrayed in the early hours of the 
morning and then immediately in the early hours of 
the night of the next day. The cohesiveness of the 
Narrative is maintained, however, by a number of 
devices. 

In the first instance, the hour of eleven in the 
morning serves as a point of departure for the des- 
Ccription (pp. 62-64) of the different circumstances 
of several of the characters already encountered. E 
Some of them are portrayed as if pursuing the pre- 
occupations in which they had been engaged during the 
previous night. Thus, for example, when Manuel 
Zamacona sits at his desk to write, his thoughts con- 
stitute a continuation of the discussion in which he 
had participated at the party; Pimpinela sets out to 
conduct her business with Roberto Régules, just as she 
had planned it the night before; Rosenda Pola and 
Hortensia Chacén, the one a recluse and the other 
blind, are still entrapped in the darkness of their 
respective existences. The progress of the fictive 
present from the first to the second segment of Part 


I is therefore initially determined by a sense of 


teilic ees ty é haa i 60m, eu? sidewhi> s dacinsio | 


we a? 2: Revels .ert ona a’ amneaat 


‘ > 4 
4 i ee | =) | 
uo ft 5 
f { - 7 
- = 
JP pe al 4 


, 
‘ 
- 
' ’ j f Hn 7 = 
7 
‘' | ™ ¢ &e9 Per) 
*’ @ a wy w4 ae 
ke 4 q 5 : 7 
: ’ 
7 
- i” 
+ | ' =) + no< ev 


: _ . 
Fe 3 ra own 
al 
' ) Ss i on af 
a 
7 
4-f2¢ i+ - c j ne c 
wt ivi} . Me 4 aM _< 
_ 


~ an = - = rr 
aS ay aN ee ( {otW eens 7an $30 D4QD _ 


[Go vi 7 id: 2a 5 he he etd a> Tee so hear 


4 i 


20 erecattak ve ne pee tra mies Pie. ngs a 


Ta ie We: err or 
Se 


34 


continuity in the narrative created by a succession 
of incidents placed within the context of an objec- 
tive sense of time. 

Moreover, the representation of the fictive 
present in the second segment of Part I, as in the 
first segment, is considerably affected by certain 
aspects of its structure. The space-shift serves 
again as the principal device used by Fuentes both to 
advance the narrative and to create the effect that 
separate actions occur simultaneously. As in the 
alternation between the description of Bob6's party 
and incidents external to it, the overall effect is 
that of an apparently disjointed narrative. This 
appearance is further exaggerated as a consequence of 
the zig-zag described by time, since each occasion 
that the narrative returns to the activities of a 
particular character entails an implicit return to 
the moment when that character last appeared. The 
disintegration of the narrative is prevented, Nowever, 
by the continuity of incidents affecting individual 
characters and by the ubiquitous presence of Ixca 
Cienfuegos. In many respects, Cienfuegos is more of 
an observer than a participant in the events narrated 
in the novel. He is consequently an effective guide 
through the maze of incidents and a relative constant 


tnat links many of the characters and connects the 
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different fragments of the narrative to each other. 
At the same time, he reinforces the notions of 
Simultaneity and change. Since his incessant wander- 
ing through the capital allows him to see the many 
incidents which occur simultaneously, his 
ubigquitousness provides the reader with a similar 
impression of simultaneity. Yet, since time does not 
stand still, even for him, his continuous presence 
equally provides a standpoint from which to measure 
the march of time. It is as if the many different 
threads of the fictive present are combined in the 
progress of the single life of Ixca Cienfuegos. 

In spite of the similarities between the two 
segments of Part I, however, the second of the two 
contains a radical departure from the form of the 
first, one. ein taddittonstor they complications) caused 
by the narration of events that occur simultaneously, 
the development of the fictive present in the second 
segment is fragmentary and its chronology is fre- 
quently disrupted through the abundant use of the 
time-shift. Moreover, it is not simply a matter of 
an abrupt change in time used to obtain a rapid 
advance in the narrative, of the kind we have already 
referred to, but of the periodic suspension of the 
fictive present in order to incorporate extended 


passages belonging to the fictive past. Through 
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36 
their own recollections, the characters are made to 


abandon their present circumstances and to relive, 
through memory, their experiences from the past. 
The outcome is that objective chronology in the 
fictive present is de-emphasized in this segment of 
Pant ge Helnvorder tonpreservesitsecontinuity, it is 
necessary to focus on the links that connect the 
separated fragments of the narrative and thereby 
maintain a sense of chronology. 

The episode involving Pimpinela de Ovando is an 
excellent example of this procedure. She is 
initially referred to in the following terms: 
"Pimpinela de Ovando caminaba erguida y perfumada, 
detras de un par de anteojos negros, por Madero, 
hacia el despacho de Roberto Régules" (p. 63). This 
detail is one among several enumerated at the begin- 
ning of the second segment of Part I with the purpose 
of representing the activities and preoccupations of 
many of the characters at eleven in the morning on the 
the day following Bob6é's party. It is not elaborated 
upon, however, until twenty-seven pages later (pp. 
90-91), when Pimpinela is again described in the same 
terms and is still on her way to Régules' office. The 
Sere emea Ofpthespant ofthe, fictive. present..con= 
cerning Pimpinela is then suspended almost 


immediately in order to interpolate a history of her 
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family, "los de Ovando", which occupies the next ten 
pages (pp. 91-100) and is filtered principally through 
her recollection of the past. When the narration of 
the fictive present is renewed (p. 100), Pimpinela is 
again referred to in the terms of the first descrip- 
tion of her. She continues her walk to Regules' 
office, avoiding any possible eye-contact with Ixca 
Cienfuegos as she passes by him. The clues to the 
continuity of this single, but dispersed, action are 
therefore to be found in the repetition of the same 
description of Pimpinela, and in the appearance of 
Ixca Cienfuegos. These clues not only serve to main- 
tain the thread of the fictive present, but indicate 
the extent to which the narrative has been expanded 
to include several actions occurring within a short 
period of time. 

In many respects, the first part of the novel is 
a kind? of introduction? to the’ novel’ as a whole. ©By 
focusing on a relatively brief period of time, the 
narrative is limited with respect to the amount of 
incident belonging to the fictive present that it 
contains. It is therefore able to serve the purpose 
of introducing the principal characters and the pre- 
occupations that predominate in the remainder of the 
novel. Above all, it establishes a pattern of delv- 


ing into the past as well as the present and the 
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mechanisms whereby this is obtained. The basis of 
the novel is a fragmented narrative in which abrupt 
shifts in time and space are employed in order to 
accommodate both the fictive past and events that 
occur simultaneously. The overall effect is to de- 
emphasize the concept of an objective linear chronol- 
ogy. Although there are several references to time, 
it is mainly through the sequence of events that an 
awareness of the passage of time is created. Indeed, 
the emphasis given to the morning in the beginning 
OtePart teand sto the night, at the end 1s more indica-— 
LivesolLearcyClical than aglinear chronology. 

Part II of La regi6én mas transparente is the 
longest of the three parts. Its relationship with 
the preceding part is immediately established by the 
fact that the incidents already narrated are con- 
tinued, complicated, and brought to a moment of 
crisis. Unlike Part I, however, which involves a 
relatively brief period of objective time (3 days), 
Part II spans several months. The total period in 
question is somewhat vague since it is not clear at 
what precise moment the action of Part II begins. It 
can only be deduced, as we shall demonstrate later, 
that several months have elapsed before it ends with 
a detailed account of events that occur on September 
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For the most part, the patterns established in 
Part I are prevalent in the second part: the narra- 
tion of the fictive present is fragmented by the 
accumulation of simultaneous incidents and the 
interpolation of the fictive past, both of which 
entail abrupt changes in time and space. Yet, there 
are some basic variations of the established patterns. 
The introduction of a series of vignettes depicting 
various aspects of life in Mexico is a significant 
innovation. These vignettes are generally extraneous 
to the central narrative and have no causal relation- 
ship with it. However, they should not be seen solely 
as arbitrary appendages since they are structurally 
and thematically incorporated into the text. 

A number of the vignettes are to be understood 
as representative of incidents occurring simul- 
taneously with the central action of the novel and, 
in some instances, a reference to time is sufficient 
to establish this relationship. Others are integrated 
into the texture of the narrative through the 
ubiquitous presence of Ixca Cienfuegos. One such 
example occurs in the vignette which begins "V&amonos 
de aqui, manito" (p. 344). In this particular 
instance, the passage that follows depicts Cienfuegos 
on his way tO Hortensia's apartment (pp. 344-345). As 


he passes along the street, he exchanges glances with 
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one of the boys who, in the vignette, had spoken of 
leaving Mexico City in search of a more profitable 
existence elsewhere. 

The manner in which the vignettes are introduced 
therefore corresponds to the techniques whereby the 
number of incidents encompassed by the fictive pre- 
sent is increased and the pace of the narrative 
slowed and fragmented in earlier portions of the 
novel. Their ultimate purpose is somewhat distinctive, 
however. They are not used throughout the entire 
second part of the novel, but the eleven which do 
appear serve as prologues to the longer segments of 
the narrative that follow them, regardless of whether 
those segments represent a continuation of the fictive 
present or are interpolations belonging to the fictive 
past. In brief, although the vignettes are without 
causal relationship to the central narrative, they 
serve to enlarge its thematic context and content by 
focusing on characters and incidents which would 
otherwise not have appeared in the novel. They there- 
fore allow Fuentes to broaden the scope of his por- 
trait of Mexican society and permit him to demonstrate 
that the preoccupations with which he is concerned in 
his novel are evident at all levels of life. 

In addition to the effects obtained by the inter- 


calation of the vignettes, the representation of the 
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flow of time in the second part of the novel acquires 
a further distinctive characteristic as a result of 
the length of time in the fictive present it encom- 
passes. Whereas in Part I the relatively short span 
of three days allowed Fuentes to create the impression 
that he had generally traced the daily progress of 
the lives of his characters, the longer period of 
several months that elapses in Part II necessitates a 
different approach. In order to accommodate the 
longer period, Fuentes has inevitably focused on the 
narration of episodes essential to the development of 
the plot. The narrative is therefore subject to 
further fragmentation, since what might have occurred 
in the interval between those episodes is, of course, 
omitted. Moreover, this form of fragmentation of the 
fictive present is yet further enhanced by the fre- 
quent omission of clear indications that might allow 
the exact chronological relationship among the differ- 
ent episodes to be established. It is not clear, for 
instance, exactly how much time elapses between the 
end of Part I and the beginning of Part II. 
Similarly, references within the text such as to "el 
domingo siguiente" (p. 195) or to an event that is 
described as occurring "a esa misma hora" (p. 215), 
however common, are, in reality, no more than the 


minimum required to retain a basic sense of 
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continuity. For the most part, therefore, the reader 
is made aware of the passage of time solely through 
the causal sequence of events. The numerous refer- 
ences contained in the text to specify the hour 
("Eran las doce del dia", p. 219), or the general 
time of day ("el sol se habia puesto", p. 252) at 
which events occur are essentially descriptive in 
nature and insufficient to establish the distance in 
time that separates the occurrence of one event from 
that of another. Their importance, in common with 
what we have already identified as a characteristic 
of the first part of the novel, is to emphasize a 
cyclical rather than a linear progression. From the 
point of view of the flow of time, it is thus more 
relevant to observe that events occur at a signifi- 
cant moment of a cycle (in the morning, at noon, or 
at night), than simply to establish the distance in 
time between them. Indeed, it is precisely because 
of the emphasis given to the representation of time 
in a cyclical form that the references required to 
establish a clear linear chronology are lacking. 

It is nonetheless possible to detect a degree of 
attention to linear chronology. For example, from an 
oblique reference to an incident of Part I, the 
reader discovers that several months have already 


elapsed in Part II. The widow of Juan Morales, the 
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taxi driver killed in Part I, speaks to her dead 
husband: ". . . porque te vas mas lejos cada dia, ya 
no puedo tocarte con los ojos, como hacia en los 
primeros meses después que te enterramos" (p. 217). 
Although not as precisely as one might wish, this 
reference at least allows the reader to envisage the 
total period of time that has elapsed. Thus, when 
the month of September is later referred to ("el aire 
Minprogdemsepticmbren, Pko soya echoes tirstedirect 
reference to a date, the reader is able to situate 
the action of the beginning of the novel in the early 
months?! oted954 (mother first, exact! historicalsadate;,.15 
September, e429 5lvo0ceurstatathe end of~Parti1II.fiThe 
events of this day, on which the independence of 
Mexico is commemorated, are described in much greater 
detail, and the pace of the action is considerably 
Slower than previously. Objective time therefore 
acquires greater prominence as it becomes more necess- 
ary than in earlier segments of the novel to indicate 


chronological continuity. References to time mark the 


progress of the day: "Desde las seis de la tarde 
20% seb (pet 386) e.iddespués, dexlasgdoce de; da,noche 
(ene Mi.(p 897 )ct ebapses! ofjtimegbetween fragments 


are shorter and fewer, radical fragmentation is aban- 
doned, and the chronology of the fictive present is 


reestablished in a manner similar to that prevailing 
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in a more traditional narrative form, 

The difference in the narrative Vien sale licjy ee mp ye: 
and the greater attention paid to showing a clear 
sequence of events are doubtlessly due to the 
Heo cOnUCatm MpOrtcance Or tits particular date, Dut 
they are also the consequence of the fact that the 
moment of climax of the action has arrived. All 
previous incidents have led to this moment of crisis: 
the decline of Pobles; the death and sacrifice of 
other principal characters, Norma, Zamacona, Beto, 
and the haby Juanito. Moreover, the last chapters of 
Part II deal almost exclusively with Federico Robles 
enue chescetavlecmnarrataon Of Nis downiall. Lt could 
even be said that Robles is the principal focus of 
the action of the novel. Hence the simplification of 
the narrative and the abandonment of previous models 
are undoubtedly a reflection of an endeavour to con- 
centrate more fully on a single character and the 
final sequence of events that affect his life. 

Part III of La regi6n mas transparente deals 
almost exclusively with the fictive present, which is 
not subject to the same fragmentation evident in Parts 
IT and II. When changes of space and time are encom- 
passed by the narrative they occur far less abruptly 
Livan) earlier parts of the novel. The narrative is 


therefore somewhat more traditional, and the 
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relationship between Part III and the two preceding 
parts is obtained principally through the continuity 
of theme and character. In this respect, Bob6's 
parties and the characters who attend them play a 
central role. That much time has elapsed since the 
end of Part II is evident from the reference to April 
One USA Dame Oematetche beginning of the wtirst 
chapter, indicative of the passage of three years, 
and from the fact that the characters on whom the 
party-goers focus their attention are representatives 
of a younger generation, in some cases the children 
of those who had earlier figured quite prominently. 
aoisekind OLecontinuitys ine the plot, “combined with 
reference both to past events narrated in the novel 
and to what occurred in the interval between the 
second and third parts, is sufficient to maintain the 
illusion of a progressively unfolding fictive present. 
Nevertheless, once the chronological point of depar- 
ture of the third part has been established, there 

is little subsequent indication of chronology. Apart 
from the date cited at the beginning of Part III, it 
is known only that the final events of the novel take 
place in December: "El frio viento de diciembre 
arrastr6 a Cienfuegos, con pies veloces, por la 
avenues DO Geet aCHUdld. swe eee Oo) eA Lhe sreadar 


is perhaps surprised to learn at the end of Part III 
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that so much time has elapsed since its beginning, 
for the fact is that the passage of time, as in 
earlier parts of the novel, is to be deduced princi- 
pally from the causal chain of events. That is to 
say that the reader is aware that time advances, but 
does not know by what stages or how rapidly. 

The third part of the novel is the only one 
bounded by precisely stated historical dates. That is 
to say that the reader knows that the action of this 
part of the novel begins in April and ends in December. 
It may be that these precise dates are given, in the 
text of the novel as well as in its index, because 
Part II is not central to the basic action but serves 
rather as an epilogue than as a dénoument of the 
action. As such, it may be intended to appear more 
factual, and also may be allowed to differ substan- 
tially from the pattern established up to this point. 
The change in narrative style and in structure would 
COnLirm sthisi) sMore importantly, the fact that Part 
III serves as an epilogue is indicated through the 
revelation of the reestablishment of a social class, 
the world of the "International Set" and of wealthy 
businessmen, which had been decimated by the end of 
Parteli.. Ins thismlight, ib isean epilogue clearly 
indicating a rebirth, the re-emergence of a particular 


social class through Betina Régules and Jaime 
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Ceballos. 


Las buenas conciencias 


Las buenas conciencias represents a substantial 
departure from La regi6én mas transparente with 
respect to many aspects of narrative technique. Cer- 
tainly one of the circumstances that gives rise to 
this situation is the fundamental difference in focus 
of their respective narratives. Whereas in La regi6én 
mas transparente Fuentes made many characters the 
focus of his attention in an endeavour to portray the 
complex society of Mexico City, in Las buenas 
SOnclencroasmnes concent nates Onsassinglescharacter and 
most of the narrative is seen from his standpoint. 
This distinction is particularly important insofar as 
the representation of the fictive present is concerned. 
As we have already seen, the development of a fictive 
present in La regién m&s transparente encompasses a 
LOcaIMDeL LOGBOneLOUD years... slLtenot only) traces the 
lives of many characters, but its implications are 
enhanced by the intercalation of extended passages 
belonging to the fictive past and its progress is 
characterized by the narration of incidents that are 
understood to have occurred simultaneously. By con- 


trast, the total period of time encompassed by the 
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fictive present in Las buenas conciencias amounts to 
a brief moment of, recollection, attributed to a single 
character, that provides the framework for the 
narration of a century of time belonging to the fic- 
tive past. The principle of suspending the present 
in order to introduce the past is undoubtedly similar 
in both novels, but the extent to which it is imple- 
mented in Las buenas conciencias accounts for a 
considerable difference. 

The fictive present of Las buenas conciencias 
consists solely of the time taken by Jaime Ceballos 
to "remember" what is, in effect, the entire plot of 
the novel. That the novel does consist of his 
memories is apparent from the italicized passage at 
the beginning: "Recordaria. Repetirfa los nombres, 
Pasehnistoriasme ane La Casaly lastamijia. Guanajuato. 
Repetirfa los nombres, las historias" (p. 9), phrases 
which are also sufficiently ambiguous to indicate that 
Jaime will both recall the past and repeat it through 
his own experiences. Moreover, the italicized intro- 
duction to the novel also contains an indication that 
Jaime's memory will reach into the past even beyond 
his own childhood, in order to recollect the entire 
Hhistoryeotehi se camily ing Guanaguatos) a. see DOLMeLO 
debfa recordarlos tal como se reflejaban desde las 


paredes de su padre, en los daguerrotipos 
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destefiidos" (p. 9). 

Given that the novel consists of recollections 
that pass through Jaime's mind, the time encompassed 
by a fictive present is a very limited period, the 
shortest of all such periods in Fuentes' novels. 

The time taken by Jaime to remember all of the events 
while walking back to the family home of the Ceballos 
after saying goodbye to his friend Juan Manuel, may 
be a few seconds, a few minutes, or half an hour. 
There is no precise indication as to the period of 
time involved, principally because what is happening 
in the objective world of Jaime's surroundings is 
less important than the recollections passing through 
his mind. Hence, the only reference to an objective 
point of the fictive present is that contained in the 
very first line of the novel which serves the sole 
purpose of providing a minimal context for Jaime's 
recollections: "Jaime Ceballos no olvidaria esa 
NOCIeEAdem UNTO wD. Oo )t ee mcLOWsO beet i Mem =the 
novel itself, in the narrative that follows the 
italicized introductory passage, not only belongs to 
the past but is encapsulated within those moments of 
anniognhteinewunes | Thesfact thatethisspeniod OL past 
time is narrated by a third person, omniscient 
narrator rather than in the first person by Jaime 


Ceballos himself does not detract from this 
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Situation. Such a technique is, in any event, 
characteristic of Fuentes' manner of portraying the 
process of memory in his early works. Hence the 
total period of time in the fictive present that 
elapses in the novel is still no more than it takes 
Jaime to recall all that has occurred in the past 

and has led to the moment when he gives himself up to 
his memories. Some comment on the overall chronology 
of the novel will serve to establish the point fur- 
ther. 

From the point of view of chronology, the opening 
scene of the novel in which Jaime returns home 
appropriately belongs to the conclusion. This fact 
is confirmed by the repetition at the end of the novel 
of a paragraph that already appeared at the beginning: 

Camin6é de regreso a la casa de los 

antepasados. Habfa salido la luna, y 

Guanajuato le devolvia un reflejo 

violento desde las cfipulas y las rejas 

y los empedrados. La mansi6én de 

cantera de la familia Ceballos abria 

su gran zagu4n verde para recibir a 

Jaime, ma(pp...9—LOl and 190-191) 
A number of purposes are served by the repetition of 
thissparagraph. lt confirms that the fictivespresent 
of the novel has undergone no significant development 
and that the extended period of past time that elapses 


between the first and second appearance of the same 


paragraph is encapsulated within a static present time. 
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Yet, although the fictive present undergoes no 
Significant chronological development in the novel, 
the present itself should not be dismissed as 
irrelevant. It should be stressed that since the 
entire novel is, in effect, the history of a single 
moment, an account of how one particular night in 

the life of Jaime Ceballos came about, the present 
must be seen in terms of the past. When Jaime 
Ceballos returns home, he symbolically integrates him- 
self into and undertakes to renew the entire history 
of his family that he has reviewed in his mind. Hence, 
not unlike comparable moments in La regidén m4s 
transparente, the moment of time in the fictive pres- 
ent recorded in Las buenas conciencias is more sig-~ 
nificant because it embodies the continuation or 
repetition of a cycle than because it occupies a 


SpeCliEUce POSLLIOnY inva lunear historical’ chronology. 


La muerte de Artemio Cruz 
insOrdueacetnewriCLivesplesent «1s Concerned ;ala, 


muerte de Artemio Cruz shares some characteristics 


with both of the novels already discussed. As in Las 
buenas conciencias, the fictive present in La muerte 
de Artemio Cruz is a means of encapsulating the past 
and of creating the impression that the present is a 
culmination of that past. Consequently, and ina 


manner similar to the earlier novel, the fictive 
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present is suspended in order to admit the past. The 
Similarity may not be pursued further, however. 

Whereas the pseudo-chronological duration of present 
time is minimal and relatively unimportant in Las 
buenas conciencias, in La muerte de Artemio Cruz the 
fictive present is not a negligible element and is sub- 
ject to some chronological development. While the fic- 
tive present of Las buenas conciencias is suspended at 
length in a single instance, it is regularly interrup- 
ted throughout La muerte de Artemio Cruz, much in the 
manner of La regién m&as transparente, and is the pro- 
duct of very particular circumstances. In Las buenas 
conciencias, the period of the fictive present that 
does exist can be fairly readily calculated because, 
although the narrative consists of the implicit 
recollections of Jaime Ceballos, his own consciousness 
does not directly intervene in their presentation. 

The period of time covered can therefore be objectively 
calculated. In La muerte de Artemio Cruz, it is not 
possible to obtain a clearly objective measurement of 
the passage of present time simply because present 

time is perceived only through the somewhat erratic 
consciousness of Artemio Cruz, who is a dying man and 
in the process of losing contact with objective 
reality. The fictive present and its development in 
La muerte de Artemio Cruz are thus to be perceived by 


the reader only in the same terms as they are perceived 
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by Artemio Cruz. There is, therefore, no entirely 
objective chronological time frame, such as is 
perceptible in the previous novels, within which the 
fictive present is developed. On the contrary, the 
reader must take into account two of the fundamen- 
tally subjective aspects of Artemio Cruz's experience: 
his perception of the objective reality that surrounds 
him, including some references to the passage of time, 
and his purely sensory perceptions of his own physical 
condition: 

In effect, the subjective elements of La muerte 
de Artemio Cruz result in the more extended use of 
the interior monologue in the fictive present than in 
Puentes searmliersnoveis.. Employed minimally in Las) 
buenas seers” the interior monologue is slight- 
ly more frequent in La regi6én mas transparente, where, 
in the fictive present, it is principally a function 
of the mysterious character Ixca Cienfuegos, whose 
thoughts and musings run throughout the novel like a 
murmur beneath the surface of the action. There are 
several examples of this stream of consciousness 
technique (pp. 19-20,, 29-39, 36, 42-43,.377-378, 407, 
450-470), many of which occur as comments on the 
characters and situations which Cienfuegos "oversees": 

Ixca Cienfuegos entr6 en la sala, 


se detuvo y encendi6d, con una mueca, un 
elgarrillo 
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primero, dejarse llevar; no hacer 
preguntas, no ver caras: dejarse 
llevar por el rumor y las sombras, 
por los borrones. Cambio de luces. 
Amarillo. Les va bien. Debia 
instalar Bob6 unos rayos X. sHacen 
falta? Espejos. Los borrones se 
reprocucen alsintini to. Luces, 
espaldas, talles, tantas axilas 
tantas veces rasuradas, la conciencia 
en los senos, la mec&anica de expeler 
humo, .dejyarse Llevar, los tufos. . . . 
(pp. 29-30) 


Fhe interior monologues are not limited to Cienfuegos, 
however. The fictive present is also represented 
through the interior monologues of other characters: 
Juan Morales»se rascaba la cicatriz. 
rojiza en la frente no es facil, veinte 
afios de ruletear de noche --si lo sabré 
yo. Anf est& mi bandera en la frente, 
como quien dice. Cudnto borracho, 
cuanto hijo de su pelona: quea 
Azcapotzalco, que a la Buenos Aires, 
tres cuatro de la mafiana. Y de repente 
le sorrojan a uno la cabeza, o hay que 
bajarse y bajar al cliente, y se acaba 
con las costillas rotas. Todo por veinte 
pesos diarios. Pero ya se acab6é. (p. 36) 
In general, the passages in which these thoughts are 
presented are italicized in the text. They are 
narrated in the first person, and the thoughts are 
often linked through free association of ideas. In 
the case of Cienfuegos' monologues, his thoughts 
generally appear less organized than those of other 


characters which are, for the most part, relatively 


close to speech forms. 
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Since Artemio Cruz himself is the narrator of 
the present tense sequences and no attempt is made to 
summarize his thoughts, almost all of the fictive 
present in La muerte de Artemio Cruz is presented 
through interior monologues. His thoughts are 
"staged", presented as if the man's mind were open to 
scrutiny. Moreover, his thoughts seem to occur at 
random and are sometimes meaningless. Free 
association is employed to the extreme, and, in 
general, Cruz's thoughts become increasingly dis- 
associated from each other as his mind disintegrates 


with the approach of death: 


Youneudespertado 29.5% Otra vezi: 2. pero 
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CumeCSCAnCATLOZaAm@ wae @aOw lure ae NOs Sey o) ron. 
corre sin hacer ruido ... &ésta no debe 


ser todavia la conciencia verdadera ... 
por m&as que abra los ojos no puedo 


Gist noir LOS we = anOUJELOS, =DeLSONaAS a. aur. 
huevos blancos y luminosos que ruedan 
frente a mis ojos .. . pared de leche que 


me separa del mundo. (p. 270) 


This novel is the best example of the use of pure 
stream of consciousness techniques in Fuentes' early 
works, in the sense that the first person narrator is 
employed and the thoughts are presented as they occur, 
not in summary. As a result of Fuentes' use of this 
method, the fictive present in La muerte de Artemio 
Cruz cannot, strictly speaking, be measured in 


objective terms. It acquires the subjective 
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connotations of the dying man and is measurable only 
to the extent that it is possible to place some 
objective value on his own perceptions. 

La muerte de Artemio Cruz comprises a total of 
thirty-eight narrative segments arranged in twelve 
Successive groups of three, with two additional 
segments at the conclusion of the novel. The 
character of each segment is determined by its 
narrative voice, the first, second or third person, 
so that each group of three segments in fact consists 
of a triad of different voices. The experiences of 
Artemio Cruz are thereby presented from the 
perspective of three different points of view and 
three corresponding periods of time, the past, present 
and future. The segments narrated in the first person 
are mainly in the present tense and pertain to the 
fictive present of the novel, the hours during which 
Artemio is dying. They convey the most superficial 
level of Artemio's consciousness, that of the dying 
man whose thoughts and sensory perceptions are 
recorded as reactions to immediate sensations and his 
immediate environment within the context of his 
fluctuating state of consciousness. The majority of 
the action of the fictive present, therefore, though 
DACKINGRINMODNOCtLVILY, aloe CON Lancome thers t 


person segments, but the second person fragments, 


. i. ‘ as _ 
: « vi : i, = 
deroceem et twin fom GENE ests 26 ong SRO, 


si Serle coodxrs Oo oe 


eeobsyas ee wp eid ne oolay evieeetas 
> = > Pa eee. i, - . (oS! >f) i es = S774 Aut a 
+ _ 
= : wie hneateee widevtan tt ise- vera 
é 
E . . Th) arwosp wVLeRecoUs - 
: and 20 act Gels is 3 22 weit yes 
: iwiatrn sat : astoetart> 
3 ey f sv tse TAR 
saris 40+ £ ' es sere Gea 
~ F 7 }: 57 ; >t. J rf ; n 6 
= v 5 cow”) | fen scan 
2 { had 13 rf * ‘4 fr“) -S€ tag 
aSosaeq parthaaceens soe eving : 
disnpos ott voryiot han) Ge 
; 7 
i. ‘ 
: LAs Wo Si Sess neeRsie f) AL WELLS Ose ir 
- ae) 
HO45W SOs Adie i Of «4 Bto0-62t Fo see a a evisol my 4 « 
_ 
i ;*) ars ; dad eta | Jar 7 ae on phy ‘ey oligo? TA - 
; ry - 
; z . oie : - a 
sy gs) So Ant ., zeenalytserog = ohm ae oo) Sees 7 


Sac ttre> tS 


wy 
‘4 
t 


PeMIVENGE 


ots 


eraevots eae ose _ 


Gis ER, AND2) Amey SIR Dea oy aia th hak -“ oe a 
; re an : 
Le) se aatuiew. ste wrldti desea: a AE 


Dal; 


representing the subconscious of the dying man, also 
contain some important indications pertinent to the 
creation of the fictive present. The exact date of 
the day before the beginning of the narrative (p. 13) 
and Artemio's exact age (p. 14) are revealed in 
passages narrated in the second person. Such 
passages also contain some references to the actions 
performed in the fictive present by characters other 
than Artemio Cruz (Catalina's attention to Artemio, 
p. 91, for example), and it is in a second person 
segment that the final details of Artemio's death are 
narrated (pp. 315-316). However, unlike the segments 
narrated in the first person, in which thoughts are 
presented in interior monologues, the second person 
narrative voice provides summaries of Artemio's 
present thoughts and actions: 

Ahora estardas pensando que bastara 

cerrar los ojos para tenerla. 

Sonreiras, pese al dolor que vuelve a 

insinuarse, y tratar&as de estirar un 

poco las piernas. Alguien te tocara 

la mano, pero tf no responderds a esa 

icaricia, atenci6én, angustia, calculo? 

(ome) 

Since the greater part of the fictive present, 

the scenes in the bedroom, the ambulance and the 
hospital, is contained in the first person narrative 


segments and is filtered through Artemio's conscious- 


ness, it does not really correspond to an objective 
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scheme of time. References either to the time of 
day or to other equivalent means of obtaining an 
objective measurement of the passage of time are 
almost entirely lacking. It is generally known that 
the fictive present of the novel encompasses a period 
of approximately twelve hours, not because there is 
any specific reference to the fact in the text, but 
because Carlos Fuentes himself referred to that 
figure in a summary of the work he made in the course 
of a conversation with Emmanuel Carballo.° SInCceeet 
is not possible to deduce, from the novel itself, 
exactly how many hours of present time elapse, the 
reader is left to his own speculation. The scant 
references to the time of day at which the events 
belonging to the fictive present take place, do, how- 
ever, make it possible to detect a certain general 
movement from the morning to the night of the same 
day. That the novel begins in the morning is 
evident on the first page, in a reference to the 
attack which precipitated the death of Artemio Cruz: 

Quizas --he estado inconsciente, recuerdo 

con un sobresalto-- durante esas horas 

comi sin saberlo. Porque apenas 

clareaba cuando alargué la mano y arrojé 

--también sin quererlo-- el teléfono al 

DUSORee ret pre) 
By the same token, there are a few passing references 


that appear to indicate that the action is continued 
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into the nights "On“occasions, Artemio Cruz expresses 
his awareness of the passage of time: "Es de noche, 
verdad?" (p. 41); "Antes he visto el dfa apagarse 
detras de los ventanales y he escuchado ese rumor 
pladesomdes las cortinas "(p.+56)—) Onvother occasions, 
this sense of lapsed time is communicated by other 
characters. The following snatch of conversation 
between the doctors is particularly indicative, for 
instance, because it would appear to refer the 

reader back to the beginning of the novel: "éCuando 
orin6 por Gltima vez? --Esta mafiana .. . no, hace 
dos horas, sin darse cuenta" (p. 223). 

The progress from morning to night is 
discernible above all through the multitude of 
domestic dramas that are enacted during that lapse of 
time in the bedroom of the dying man and are recorded 
through his consciousness. However, it is difficult 
to establish their sequence because they are often 
jumbled in Artemio's mind, to the point that some 
actions appear to be repeated. In effect, it is often 
difficult to distinguish between scenes that are 
truly repeated and those that recur only in Artemio's 
tend weave t) sinespite -OoLm@thie@conrusion,  theseeacerons 
serve to indicate that certain changes are taking 
place and therefore that time is passing. For 


example, at different moments in time several people 
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arrive and some depart: Padilla, the priest, the 
doctors, Artemio's granddaughter, his son-in-law, 
allemovemineandseoutesor.abour thesroom. Padillats 
arrival with the tape-recorder causes a minor battle 
of wills until Catalina and Teresa finally accede to 
Artemio's desire to hear the recording of the previous 
day's business negotiations. The actual playing of 
the recording, reflecting the chronological arrange- 
ment of a past event, is in itself the best indicator 
of chronological movement in the present time. 
Artemio's awareness of the passage of time, mainly 
through the comings and goings of other characters, is 
another clear indicator. He is aware, for example, 
that his granddaughter, Gloria, had been in the room 
and remarks that it has been some time since she 
departed: "Gloria se fue hace un buen rato con el 
big osdeePadillave(p.. 442). 

The changes in Artemio's physical condition are 
also particularly indicative of the movement in time. 
The ebb and flow of his pain, for instance, are 
clearly shown throughout the novel, and reveal the 
DessagesoOtatine; ma Ay, COnsungortO. WAV, Ota tOs as. 
me duele"(p. 12); "No me siento tan mal ahora" (p. 

3 OP mtd OOLOreavas pas anc Ome. Dn) sl 20)0 eo wom lOn LO 
AgUantOe «Mus OlitOn,. Mee C6DOse Grd tars. Ane me 


sujetan . . ." (p. 307). Similarly, his sleeping 
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(often induced by injections) and waking, the move to 
the hospital as his condition worsens, and the final 
operation, all indicate that a certain amount of 

time has passed since the first narrative segment. 

In spite of this perceptible movement in time as 
thew lacstscayeines the elite cot Artemio, Cruz untolds, 
there is no attempt to establish the fictive present 
GOPmLNeBnOVeleine terms .Oruasr.gGOrOus chronology .of 
events. On the contrary, there is a conscious 
endeavour to destroy all sense of chronology. The 
deliberate and consistent fragmentation of the action 
obtained through a number of different effects, is 
obviously one device employed to this end. Primarily, 
and most evidently, the division of the text into 
thirty-eight parts of uneven length and the use of 
three distinct narrative voices have the effect of 
fragmenting the very fabric of the novel, an effect 
which is enhanced through the dislocation of the 
causal relationship connecting the different narra- 
tive segments. The order of the segments in the text, 
therefore, reveals no immediately recognizable 
chronological sequence. It is often even difficult 
to detect the links which establish the continuity of 
a fictive present in the first person narrative 
segments. Evidently, this fragmentation and disloca- 


tion is a deliberate attempt to portray the disjointed 
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thoughts of the wavering consciousness of a dying man. 
Repetition is used with equal effect, to the 
extent that the majority of the incidents narrated 
in the first person are repeated. What is particu- 
larly interesting in this respect is that only some of 
the actions are in fact re-enacted, while others 
suffer repetition only in the confused mind of the 
Olde man wnlnosemsactLtonssthatedo indeed @recur, Lf 
their recurrence is clearly indicated, should have 
little bearing on the fragmented character of the 
novel. However, such incidents are so well integrated 
with repetitions that occur in Artemio's mind and are 
a result of his confusion, that the overall effect is 
one of a continual backtracking to what took place 
before, almost totally effacing any progress in the 
action. The constantly repeated passage in which 
Artemio demands that the window be opened (“--Abran la 
ventana. --No, no. Puedes resfriarte y complicarlo 
ECAO Mm ECCCULGING £On —pagesm! lyeS2yieod,, 59, eli 138, 
basrelio2, boon 202, .22i ande242 , 1s .aicase pingpoimnt. 
It is never clear whether this request and the 
reaction it produces, which appear at least once, 
sometimes twice, in each of the first ten first 
person segments, actually take place or not. 
Clearly, they are sometimes repeated merely in 


Artemio's mind. However, the effect is always the 
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same: the reader is suddenly returned to a point 
which he thought he had passed, thereby giving rise 
LOpa strange, cyclical effect, similar to the feeling 
of a trap from which there is no escape. And this is 
precisely the point: Artemio feels trapped by his 
approaching death, and his desire to have the window 
opened is symbolic of his wish to escape. 

On other occasions, mainly on account of the 
NacuUresOcetieom=i~mncLdenteL tSelim, Ltits relatively clear 
that a particular incident took place only once but is 
repeated in Artemio's consciousness. The passages 
referring to Padilla's arrival with the tape-recorder 
and the resultant struggle with Catalina and Teresa 
("Ah, Padilla, acércate. sTrajiste la grabadora? 

8. =—NO, L1Cenciado, nO. podemos permitirlo. —-—Es 
una costumbre de muchos afios, sefora"), which occur 
WiC mote itmy aiaat 1 OnSmOMspaAgeGS lly) 297. Oi, 2057) and 
27 ee anOmthlOsSesLeLerning tO, GLOotia,s arrival 
("--Acércate, hijita, que te reconozca. Dile tu 
NON) Cie —-SOY wae. 2 8SOYGlOTIa «ss. .. ) On pages ll, 
162, 202, 222 and 242, are particular examples of 
this phenomenon. As with the reference to Artemio's 
wish to have the window open, it is never clear at what 
moment the real event actually took place; what appear 
to be repetitions in Artemio's mind could well be 


"forecasts" taking place before the event itself. 
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The effect, however, is that the reader is again 
CONUS ONC ly MCOLCeUMLOMreLULn CO a) pointe ine time 
which he had thought to be long past. 

In addition to the incidents repeatedly enacted 
in Artemio's mind, there are examples of several 
passages which recur throughout the first person 
narrative, in the manner of a leitmotif. These 
passages stand out not only because they re-occur but 
also because, when they first appear, they are some- 
what enigmatic and do not seem to have any bearing on 
the action of the fictive present. For example, the 
repeated reference to "el carpintero y la virgen" 
(pp. 30, 56, 88) is an image apparently triggered in 
Artemio's mind by the appearance of the priest who 
has come to administer the last rites. It is never 
explained any further, and remains a vague, recurring 
echo of Artemio's obsession, in an irreverent allusion 
to the immaculate conception. 

It is only later in the novel, that some of 
these references are clarified as memories of past 
events which, although fully recounted in the second 
or third person narrative, are not elaborated in the 
first person segments. The reference to an incident 
involving Artemio and his son ("--Esa mafiana lo 


esperaba con alegrfa. Cruzamos el rfo a-caballo"), 


for example, occurs in each of the HS person 
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Manna vemoegmentoecxcept thewlast butsis only fully 
elaborated in one of the second person narrative 
segments (pp. 224-228). By the same yeleew, the 
following reference to the death of Lorenzo in the 
Spanish Civil War, elaborated in a third person seg- 
ment (p. 241) in which a full account of the incident 
is given, is repeated verbatim on the same page in 
the first person narrative: 

. que a pesar del cadaver ahbandonado, 
que a pesar del hielo y el sol que lo 
sepultaron, que a pesar de los ojos 
abiertos para siempre, devorados por las 
aves, hay algo peor. (p. 243) 

Pepetition in the fictive present is not limited 
to these examples, however. Numerous phrases, 
expressions, images, thoughts of Artemio and utter- 
ances of other characters constantly recur in the 
first person narrative. In effect, approximately two- 
thirds of each first person section is to some extent 
a repetition of what has previously occurred in the 
text. All sense of progress is thereby considerably 
limited, since in each case there is little novelty. 
Lie SmOnLy slOWaACUSmtne Cid si nmLiecwrainalmetireemat rat 
person segments, that the cycle of repetition in the 
narrative is broken and the action accelerates. 
Artemio is moved to the hospital, undergoes an 
operation, and finally dies. Repetition, then, not 


‘only serves to disrupt any semblance of chronological 
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Sequence in the fictive present, but contributes to 
the presence of an increasingly prevalent element in 
Fuentes' novels, CheSscyciicalbecharacter of time, 
derived from its constant repetition. 

One further means of disrupting the chronological 
Sequence of events remains to be discussed, Padilla's 
tape-recorder.,. We have already referred to this 
device as one of the few indicators of chronological 
movement in the fictive present. But the tape- 
recorder has a dual function, It can record the 
past and insert it into the present, thereby 
exemplifying the rigid chronology of both times, when 
re-played in the present time exactly as recorded in 
the past. But the recorder can also make time appear 
to stop, as for example, when the playing stops 
because the tape needs to be turned to the other side: 
"Qué pasa, Padilla? Hombre, Padilla. iQué cacofonia 
es 6sa? Hombre Padilla. --Se acab6 el carrete. Un 
Dictante. = so1guedel=otromtado™ (pls) *Paradoxi— 
cally, it is also because it records past time that 
the tape-recorder appears to make time repeat itself. 
It can take the reader back to the previous day, but 
it can also be stopped, and it can be replayed. 
Fuentes goes beyond these more normal functions of the 
tape-recorder, however, bestowing on it the remarkable 


ability of making time appear to reverse: 
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- »- « --ah, chilla la cinta; a4fistala bien, 
Padilla, escuché mi voz en reversa: 
chilla como una cacatGa--. (p. 57) 
Ese ruido de mi propia voz, mi voz 
reversible, si, que vuelve a chillar 
y puede escucharse corriendo hacia atr4s, 
COnmunechi liidosdesardilila,, pero mi voz 
como mi nombre que s6lo tiene once 
letras . . . me suena mi nombre que 
chilla, se detiene, corre en sentido 
CONEPaAGLO. es Deg oC) 
It is a possibility that is welcomed by Artemio Cruz, 
whose only desire is to reverse the present course of 
events leading inevitably to his death. 

The use of these devices --fragmentation, 
repetition, the tape-recorder-- leads one to believe 
that, more than in the earlier novels, in La muerte 
de Artemio Cruz Fuentes intended to de-emphasize the 
chronological sequence in the fictive present as much 
as possible. Together with the filtering of the 
action through the character's mind, the total 
technique can therefore be seen as an attempt to 
present something other than an objective interpreta- 
TlOnsOteredaluey. = inthe: mind of thes dying man who 
sometimes loses consciousness, sometimes falls asleep, 
sometimes is delirious, there can be no true course 
of chronology and only a distorted sense of objective 
reality. Time is completely confused by him, and 


Fuentes makes it appear to be so for the reader also. 


Objective reality, objective time, hold little 
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Significance for Artemio at this point. He would 

like to be able to stop the inevitable relentlessness 
of time which can lead only to his imminent death. He 
wishes only to recapture the past, and failing that, 
to retain forever the present moment. And yet, ironi- 
cally, there is a sense in which objective reality is 
of prime importance to this man who is losing his 

grip on life. It is this need to maintain some hold 
on the reality which is escaping him that explains 

the presence of any semblance of objective time in the 


fictive present. 


Aura 

Notwithstanding the fantastic nature of its 
story, an objective sense of time is more completely 
and more straightforwardly conveyed in Aura than in 
any Of Carlos Fuentes' other early novels. The 
events are narrated in sequential order and all take 
place in a fictive present. They are contained within 
the relatively short period of the lapse of five days 
in the life of Felipe Montero and are narrated without 
interruption either to admit the fictive past or to 
include events occurring simultaneously. In effect, 
the action of the novel is developed on the basis of 


a very precise and meticulously constructed chrono- 


logy, so that the reader is constantly aware of the 
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passage of time. 

On the first day, Felipe reads an advertisement 
in the newspaper for the position of historian. 
Almost immediately on the second page, a time shift 
advances the narrative to the following day (p. 10), 
to present Felipe reading the same, slightly altered 
advertisement for a second time: "Vivirdas ese dia, 
idéntico a los dem&s y no volverds a recordarlo sino 
Gime tamotqui entenmcucndOm gm. cabracuels per10di1co. 
(Ol) meihestirsteday is thus dvsmissed with a 


brief comment on its lack of importance --"idéntico 


a los demas"-- as the narrator continues to detail the 


events of the second day. The mundane, routine 
reality of Felipe's existence, however, has already 
been established in a detailed description of the 
beginning of the day which forms the basis of the 
chapter: he reads the newspaper as he smokes a 
cigarette and drinks a cup of coffee in a café. He 
then picks up his briefcase, leaves a tip and walks 
to the corner to take the bus. The detailed account 
OL hisvactions continues: 
Esperas el autobts, enciendes un cigarrillo 
repites en silencio las fechas que debes 
memorizar para que esos nifios amodorrados 
te respeten. Tienes que prepararte. El 


autobas se acerca y tt estas observando 
las puntas de tus zapatos negros. Tienes 
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que prepararte. Metes la mano en el bol- 


Sillo, juegas con las monedas de cobre, por 
fin escoges treinta centavos, los aprietas 


con el pufio y alargas el brazo para tomar 
firmemente el barrote de fierro del camié6én 
que nunca se detiene, saltar, abrirte paso, 
pagar los treinta centavos, acomodarte 
dificilmente entre los pasajeros apretujados 
que viajan de pie, apoyar tu mano derecha 
en el pasamanos, apretar el portafolio 
contra el costado y colocar distraidamente 
la mano izquierda sobre la bolsa trasera 
del pantal6én, donde guardas los billetes. 
(p. 10) 
The remainder of Chapter I is a detailed account of 
Felipe's entry into the old house and his meeting 
with Consuelo and Aura, ending with his decision to 
take the position and to remain in the house. Besides 
its obvious function of introducing Felipe, and 
counterposing the kind of existence to which he was 
accustomed against the new environment in which he 
will live, Chapter I establishes a pattern and lays a 
foundation for the development of the rest of the 
novel. An attention to detailing the routine events 
of daily life, such as mealtimes and the smoking of 
cigarettes, is the most important aspect of this 
foundation. 
The same detailed account of routine activities 
is evident in Chapter Il, which begins in the after-— 
noon of the day on which Chapter I ends. Felipe 


is shown to his room, spends some time inspecting his 


surroundings, smokes two cigarettes, checks the time, 
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finds his way downstairs to the dining room, has 
dinner with Aura, smokes another cigarette, and 
visits Consuelo in her room to discuss his work. In 
this chapter, however, the precise references to the 
the time of day constitute a new element: ". .. 
recuerdas que deben ser cerca de las seis de la 
tarde" (p. 19); "Lo esperamos a cenar dentro de una 
Nora O.eeLo eet thechivoeciapter the routine. of 
Felipe's new existence in the old house becomes fixed, 
and the events of that routine, such as mealtimes, 
meetings with Consuelo, begin to serve as a clock for 
Felipe as well as for the reader. 

Chapter III begins on the night of the second 
day, with Felipe beginning his reading of General 
Llorente's papers. Once again, Felipe's routine is 
noted in detail, with the added occurrences of waking 


and sleeping, getting dressed in the morning and for 


meals, and his work on the memoirs. Moreover, time is 
redistered in detail: “A los diez minutos . . ." 

(Demec Ot a Ce eeCONSULtasmtUmrelog 8.) se (Deseo. ye: 
Cerrina caCcionede segundo antes: en Dees )G 
SRE LAaneC le Zemunutosmdes DUGS mem. meu (De ie 


The action of Chapters IV and V develops on 
precisely the same routine basis, as the unfolding of 
time is marked by the clock and by the occurrences 


which regularly take place in Felipe's life as the 
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fifth day is reached. The combination of precise 

time references and routine daily occurrences emphasize 
the linear structure of the novel and make it com- 
para! CacOmtheslajoni ty ot sthnesshortastories of Los 
dias enmascarados. Nevertheless, the daily repeated 
action, beginning with an announcement of the 

morning and ending with an indication of night, is 
reminiscent of the cyclical structure discussed with 
relation to the fictive present of La regi6én m&as 
transparente. 

Throughout Aura, the importance of the objective 
value of time is established in several ways. As we 
have seen, one can easily trace an objective 
chronological frame in which the action develops. 

The five days of the action are made to conform 
loosely to the five chapters of the novel, thus 
causing the interior structure to correspond with the 
exterior. Moreover there is a constant reference to 
time by the clock. The importance of objective time 
is also evident in the fact that other time levels are 
not allowed to interrupt the sequence of events as in 
the novels previously discussed. Although other 
time values are apparent to some extent in Aura, they 
are not developed as other narrative times but are 
seen as part of the present. For example, Felipe's 


dream, rather than presented directly, is described 
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in summary. That is to say, Felipe's mind as he is 
dreaming is not seen directly in a stream of 
consciousness, nor is it portrayed in a description 
by the dreamer himself. The intervention of the 
narrator (or the author) is clearly evident in the 
brief narration of what occurs in the dream. Asa 
consequence, the reader is not forced to leave the 
objective present and enter the mind time of the 
character. By the same token, the fictive present is 
not abandoned when the personal history of General 
Llorente is referred to, or when the historical data 
related to his past are given. This past, which plays 
an important role in the novel because it explains the 
present for Felipe, is conveyed through the memoirs 
read by Felipe in a fictive present time. 

Although it does not give rise to a narrative 
time other than the fictive present, the combination 
of the future tense and the second person narrative 
does have an effect on the time structure of the 
novel. It is, in fact, reminiscent of the second 
person narrative segments in La muerte de Artemio 
Cruz, which is not surprising since the two novels 
were published in the same year. There are, however, 
some basic differences between the two novels in the 
use of this technique. The second person narrative 


voice of La muerte de Artemio Cruz, representing the 
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subconscious of the dying man, deals with the fictive 
present only in some instances in which there are 
BeterenCessrOmcpeci Eiclob ectl yc actions occurring 
within that time frame. In combination with the 
future tense, it creates a sense of impending doom, 
of warning to and condemnation of the man whose death 
is imminent and inevitable. The second person 
NaroativemvOlLCesof Aura;on the ther hand, exists 
only in the fictive present, and the entire novel 

is narrated in this form. Even the use of the future 
tense throughout the novel (in place of the present) 
does not alter the situation. Because of this fact, 
one is at first tempted to seek another fictive pre- 
sent, that of the implied first person narrator who 
addresses Felipe in the second person singular. Yet 
it is not possible. It soon becomes clear that the 
Meee aed voeVOLCeuOpenAULagd sealsouthe subconscious OL 
Eheeprouagouls tlio muence de Artemio Cruz, the 
technique is well adapted to the obvious "split" in 
Pecemio smcheanactou sa InAlGa,stuhe splitlin belipe ts 
character is less obvious, but the technique is also 
necessary in order to indicate the extent to which 
Felipe is being unwittingly and reluctantly absorbed 
into a situation that he does not comprehend and 
Cannot explain. It appears, through the use of the 


second person narrative, that on his conscious level 
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Felipe cannot cope with the unreality of his present 
circumstances; it is left to his subconscious. The 
future tense indicates that Felipe has been relieved 
of all responsibility for his actions: he is being 
told what will happen to him; he has no choice. 
While this technique considerably enriches the 
fictive present, it has the effect of decreasing the 
objectivity of the narrative. This it must do, since 
the objectivity of events is always somewhat coloured 
when presented as seen through the subconscious. In 
this light, then, much of the apparent outer 
objectivity of the fictive present is belied. 
PiemiimuiCmrucelVesprescit mor AULa sls clearly 
objective, but the novel deals with non-objective 
elements to a very considerable degree. That is to 
say, it has an underlying sense of "unreality": Aura 
and Consuelo, as it turns out, are the same individual; 
Felipe finds himself gradually changing into the 
General, who has been dead for sixty years. How 
then is the preponderance of objective time explained? 
It appears that objective time is Of particular 
importance to Felipe. As he becomes involved in the 
unreal world of the old woman, he seeks increasingly 
to attach himself to something fixed and "real". He 
feels himself losing contact with common reality and 


turns to his watch to assure himself a grip on that 
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reality. He is portrayed, for example, as constantly 
"checking" his watch, At the end, however, Felipe 
admits to himself the falseness of the so-called 
objective time symbolized by his watch: 
No volveras a mirar tu reloj, ese objeto 
inservible que mide falsamente un tiempo 
acordado a la vanidad humana, esas 
manecillas que marcan tediosamente las 
largas horas inventadas para engafar el 
verdadero tiempo, el tiempo que corre con 
la velocidad insultante, mortal, que ning®dn 
reloj puede medir. Una vida, un siglo, 
cincuenta anos: ya no te sera posible 
imaginar esas medidas mentirosas, ya no te 
serd posible tomar entre las manos ese 
sei ey SeGiial Yobisuaieier, (Geny US) 
This represents Felipe's final moment of resistance 
to being absorbed into Consuelo's world of insanity. 
He has been overcome by a reality and a time more 
powerful, more real than that to which he had been 
accustomed. 

It may be said that, in the above passage, 
Fuentes makes an assertion about time in his other 
novels as well as in Aura. In each case, he sets up 
a more or less objective time scheme in the fictive 
present, only to destroy it subsequently, to illu- 
strate its irrelevance, and its invalidity. In the 
first three novels, it is destroyed through fragmenta- 
tion, the semblance of simultaneity, time shifts and 


space shifts, and through emphasis on the cyclical 


movement of time. In Aura little of this is evident. 
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It is the theme of the novel above all, and toa 
lesser extent the use of the second person 
narrative, which belie the appearance of objectivity 
in the temporal structure. They contradict and 


negate its linear form. 


bis . ffs evods Levers ara $0. snans #6 
nisueq browse siitt AG env aS 2aeae 39° 
io sometenige. ada @itod tute aries 


ya ivistoacvo te 
\ 


e oF 


"1 “ydsges> ietoqmot wag ab" 


1? SrbeT Ings Vaé ° = 
. i 
1 


pagh saseeei a? agepen 


78 


NOTES 


A.A. Mendilow, Time and the Novel (New York, 


ILIA eho Eh oae Mile 

Mendilow, p. 64. 
Mendilow, p. 65. 
Mendilow, p. /L. 


The passages of interior monologue in Las 
buenas conciencias (pp. 67-68, 70-71) occur within 
the fictive past narrative and will therefore be 


dealtawitheineChapten Li of this study. 


6 Emmanual Carballo, “Conversaci6n con Carlos 


Fuentes", "La Cultura en México, NGm. 14, Suplemento 


demsolempres (zo MayO,) 1902); p. Vi. 
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Our definition and discussion of the fictive 
present rightly lead us to assume that there are 
other fictive times of considerable significance in 
Fuentes' early works. With the exception of a few 
brief glimpses of future times, the greater part of 
Fuentes' narratives can generally be said to be 
devoted to the past. As a point of departure for 
this chapter, it is therefore appropriate to recall 
A.A. Mendilow's definition of the fictive present and 
to note the distinction he has made between it and 
thesfictive: past: 

There is as a rule one point of time in 
the story which serves as a point of 
reference. From this point the fictive 
present may be considered as beginning. 
- . . Everything that antedates that 
point, as for instance exposition, is 
felt as a fictive past. 
As Mendilow's definition makes clear, it is not possi- 
ble to speak of a fictive past except in the context 


of-its relationship to a fictive present. The past 


to which we refer, then, is not necessarily past for 
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the author or reader (although it may well be, and 
usually is), but is essentially a past seen from the 
perspective of the fictive present. In this sense, 
the fictive present can be considered a kind of 
"screen" separating the reader from the fictive past, 
an "obstacle" which must be circumvented by the 
author who wishes to make the past come alive for his 
reader. As a result, the presentation of the fictive 
past in the novel and short story requires the use of 
narrative devices and methods which pose technical 
problems of an order quite different from those 
evident in the narration of the fictive present. 
Since the intrusion of the past represents a disrup- 
tion of the chronological continuity of the narrative, 
the author must necessarily have recourse to particu- 
lar techniques in order to assist the reader in 
making the appropriate psychological adjustments that 
will permit him to bridge the distance between two 
different and often widely separated periods of time. 
The purpose of this chapter is to examine the nature 
of the fictive past and the techniques employed by 
Fuentes in making it an integral part of his narra- 
tive. 

In Fuentes' early novels and short stories, the 
fictive past is incorporated into the narrative 


through three basic techniques. At times, the past 
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is referred to through brief descriptions or fleeting 
allusions. In other instances, the past is the 
subject of a prolonged narrative in passages which, 
in the majority of cases, occupy several pages. 
Finally, the past is often referred to in a less 
obvious manner in what can be described as either the 
re-manifestation of the past in the present, or the 
blending of past and present. In this chapter, only 
the first two techniques will be analysed, while the 
third will be more appropriately discussed in the 
following chapter. 

The presentation of the past through brief 
descriptions or fleeting allusions is common procedure 
in the more conventional type of novel in which the 
narrative generally develops with particular attention 
to the progress of a fictive present and in which the 
past may be referred to without being narrated in 
detail. Allusions to the past in this type of fiction 
are usually limited to the total of whatever exposi- 
tion of the past is required to place the present 
action in perspective. Such references are not only 
brief, but are not usually essential to the subsequent 
progress of the narrative. However, depending on the 
narrator's point of view and the type of narrative 
employed, the techniques used in the presentation of 


these brief allusions to the past do vary. In many 
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novels narrated in accordance with a conventional 
chronology, either through a first person narrator or 
a third person omniscient narrator, the necessary 
exposition is presented near or at the beginning of 
the novel and serves only to explain in general terms 
how the point of departure of the narrative was 
arrived at. As the narrative continues, describing a 
progressively developing fictive present, there may 
occasionally be further references to the past. Such 
references may occur through the voice of the narrator 
himself, whether he is identified or remains anony- 
mous, or through the speech of one of the characters 
in the course of a dialogue. Thus, the nature of 
these references may depend on the type of narrator 
who figures in each case. For example, the narrator 
with a panoramic view of time and space can refer to 
the past at will, linking it to the present and, some- 
times, even to the future. The first person narrator, 
often more limited in the scope of his omniscience, is 
generally less free to move back and forth in time 
convincing, 

Representation of the past through brief des- 
CEiptionseorsallusions Only, Occunssingeruentess 
early novels to a minor degree, probably because the 
majority of these works could hardly be considered 


conventional in terms of their chronology and because 
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the past is of greater significance to Fuentes than 
the method allows. The technique is also evident to 
some extent in several of the short stories of Los 
dias enmascarados. It occurs, for example, in the 
first two paragraphs of "El que invent6é la p6élvora" 
which set the scene for the story to be related by 
describing what preceded the situation that consti- 
tutes the point of departure for the fictive present. 
The rest of the story is devoted to the development 
of the fictive present itself. At the beginning of 
"Chac Mool", the reader is summarily familiarized with 
the incidents that led to the situation, from which 
the narrative proper departs: 
Hace poco tiempo, Filiberto muri6é ahogado 
en Acapulco. Sucedi6 en Semana Santa. 
Aunque despedido de su empleo en la 
Secretaria, Filiberto no pudo resistir 
la tentaci6én burocratica de ir, como todos 
los arios, a la pensi6én alemana, comer el 
choucrout endulzado por el sudor de la 
cCoCinastropical, bailar el sdbado de 
gloria en la Quebrada, y sentirse "gente 
conocida" en el oscuro anonimato vespertino 
de la Playa de Hornos. Claro sabfamos que 
en su juventud habfa nadado bien, pero 
ahora, a los cuarenta, y tan desmejorado 
como se le vefa, iintentar salvar, y a 
medianoche, un trecho tan largo! (p. 7) 
Unlike many novels and short stories with a conven- 
tionally linear chronology, however, this is not the 
total extent of the relevance of the past in "Chac 


Mool". Considerable importance is given to the past 


as the story develops, but, as will be shown later, 
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other methods of referring to it are employed. 

By the same token, although a great deal of the 
narrative of La regién mas transparente is devoted to 
the relation of past events, very little of that past 
is conveyed by means of the kind of allusions to 
which we are referring. The novel does begin, how- 
ever, with a very brief expository reference by Ixca 
Cienfuegos ("Mi nombre es Ixca Cienfuegos. Naci y 
vivo en México, D.F.", p. 19), the first person narra- 
tor of the first two and one-half pages. Later, the 
past of Gladys Garcia is alluded to in a similarly 
fleeting manner, but by the third person omniscient 
Net a CO ts 

Aqui habia nacido Gladys, en los 

palacios huecos de la meseta, en la 

gran ciudad chata y asfixiada, en la 

ciudad extendiéndose cada vez m&s como 

una tifia irrespetuosa. Un dia quisieron 

llevarla a Cuernavaca unos abarroteros 

con automévil, y el coche se descompuso 

en Tlalpam. (p. 24) 
Another of these brief allusions to the past occurs in 
a dialogue, in Pimpinela's conversation with Charlotte 
Garcia: 

Recuerdo que mi abuelita decia que igual 

que la artistocracia porfiriana veia con 

horror la entrada a México de los Villas 

y los Zapatas, ella y las viejas familias 

vieron entrar a Diaz y a los suyos el siglo 

pasado. Entonces las gentes decentes eran 


lerdistas. Aunque también ellos se habian 
hecho ricos con los bienes-del clero.. 


(pp .165-166) 
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invAUra,yechiere 1s just )a single allusion to the past 
of the type to which we are referring, contained in 
the brief exposition at the beginning of the novel 
concerning Felipe Montero's background: "Se solicita 
Felipe Montero, antiguo becario en la Sorbona, 
historiador cargado de datos infitiles, acostumbrado a 
exhumar papeles amarillentos, profesor auxiliar en 
escuelas particulares, novecientos pesos mensuales" 
(p. 9). It is the minimum exposition necessary to 
provide a backdrop for the action. Other references 
VOB Nem DaStElimAUmAymSUChmaSmrCl DelsmrTreadingsof the 
General's memoirs, are of a different nature and of 
greater Significance in the total structure of the 
novel. 

Although the examples given above occur ina 
variety of narrative forms (first person narrator, 
chieeepersonsomniscilrenteanarratorn,, Character in dia— 
logue; secondspersonvonmniscient, narrator in) Aura)), 
the general effect in terms of the presentation of 
the past is the same. There is no attempt to dwell on 
or to maintain the reader's interest in those particu- 
lar moments of the past. Since these brief references 
to moments from the past are merely the product of the 
narrator's relative mobility, his ability to move from 
present to past and vice versa, they do not demand 
more elaborate techniques in order for them to be 


brought to the reader's attention. 
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As has already been stated, brief references to 
the past in Fuentes' early novels and short stories 
are relatively few. In general, the interpolation of 
the past is much more significant than the simple 
introduction of brief expository statements and pass- 
ing references used merely to complete the reader's 
information and help connect episodes. The first 
three novels and one of the stories of Los dias 
enmascarados contain a great deal of sustained narra- 
CLONSOL tne LICtLive past, which, an thevmajority of 
cases, not only occupies a large portion of the text, 
but is also integrated into the narrative as a whole 
and has a most Significant role in its structure. 
Such narrations of the past, partly because they 
occupy so much of the text, place considerable 
emphasis on time as a subjective element. Subjective 
time, already discussed briefly with reference to the 
first person narrative sections of La muerte de 
Artemio Cruz, should be clearly distinguished from 
objective time. A.A. Mendilow refers to it as 
psychological or perceptual time andsdescribes it as 
follows: 

PReeeciominnemOnEpsyciOlogi Calmlctandana 
of time-measurement] . . . involves the 
estimation of time by individual values 
rather than by objective scales ... 
ils el neOtilerewOLdc,.~ a, Lelative, 
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exterior time measured by fixed 

standards. 
The occurrence of a subjective sense of time results 
from the suspension or manipulation of objective 
scales of measurement of the passage of time and may 
be apparent in the novel in several ways. Characters 
may be shown to be particularly conscious of or sensi- 
tive to the conflict between their own, inner sense of 
time and the inexorable passage of exterior, objec- 
tive time. Felipe Montero's distressed observation 
near the end of Aura is one of the best examples of 
what, in effect, amounts to a description of 
subjective time itself: 

No volverds a mirar tu reloj, ese objeto 

inservible que mide falsamente un tiempo 

acordado a la vanidad humana, esas 

manecillas que marcan tediosamente las 

largas horas inventadas para engariar el 

verdadero tiempo, el tiempo que corre 

con la velocidad insultante, mortal, que 

ningfin reloj puede medir. (p. 57) 
Alternatively, the manifestation of a subjective sense 
of time may be the direct result of a particular type 
of narrative, such as a memory sequence, dreams, the 
free flow of imagination, the thought processes, or 
the stream of consciousness of a character. All 
these examples have a significant impact on the time 


structure of a novel because they imply that portions 


of its narrative do not pertain to the objective 
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chronological flow of the fictive present. The time 
that elapses within a memory sequence, a dream, or in 
any other context in which the fictive present is no 
longer objectively measurable corresponds to a 
different scale. In each of these cases, the focus 
falls on the interior processes of the individual. 
The flow of the character's thoughts and the time 
which elapses in his mind become important, and the 
objective flow of events in an external frame of 
reference is temporarily suspended. 

The degree of subjectivity attained in the 
instances to which we have referred vary considerably 
according to the narrative technique employed. Des- 
CripcCroneorecice character #sy tiougnts by aenarrator, 
for example, is less subjective than the process 
whereby the reader has direct access to the workings 
of the character's mind as if it were laid bare. The 
author may describe the thought processes, memory or 
dream; on Ne may, shows themeas#iae hetcouldy= timeLtecuy, 
put the mind on Btaceia In the’ light of these 
observations, it is important to discuss narrative 
technique particularly point "of “views SinceMitls a 
question of dealing with events removed in time from 
the fictive present of the story, it 1s necessary to 
examine the different techniques that serve as the 
vehicles through which such events are brought into 


the text and given a certain amount of emphasis. 


oO . 


st , tacsh 6 .eonerose gece A clariw: » wegate’ a. 
aviiur: wi elie al eee ee . 
A shyness soos Shaeteeéen qievd sat 49 aepnel Aes 
eon goof? to Mee 4 LAR treret ib 
seeOStg wc -~4! odd ae elias 


~uink caret, ete to pad oat : 


«l i ’ ~~ 
Te iat oie al See eee : 
dhewt g=Gve To war ev isostde 
Weer .aww 4 ert? “at onsite? St 
. : 
* rt op ue the GatoeD @sT / 
sek oe (dota ow «# sme teni ’ 
| 
it-< y" Ta Sei i o2 =a. WIODIS. 7 
in ot yesetseao aff 20 nolegizs 
a) 
strks aget et «oiqeaxe, 209 4 
: oo 
doy ca ors, 30715 wer tale oct? yheseny a 
ee) =A ee | Sram e*Se7neneio ors To 


mon es sev dhapettt 20 oAleigs> yee TORIES SS 


,> late a6 Jo (A Het oem ee fz’, 20 oe 


J fy a! R ; _ 
veeda te JMpts Say) A) pyre a Deke iil 
wy ierueh aeognth od Sphszognt- eh ga venottay 


% >] 7] 


Rts So ganse wars Miho: Seienet 
. 


i®@ a 


a 


S18 aE eS SS 


a! ea 


89 


The least subjective form of presentation of the 
past is that in which, without suspending the present 
moment of the novel, events are narrated by means of 
anwextraceeread teromamemoinsmonea diary. This 
technique has already been mentioned in connection 
with Felipe's reading of the General's memoirs in 
AUratmeriOt#on lye does Weiapers reading occupysa smail 
powucionl ofethestotalenanrative, butathissmethod of 
incorporating past time into the text does not entail 
a suspension of objective time similar to that evi- 
dent in examples to be dealt with later. At the 
moment in which the events of the past are related, 
the narrator as well as the reader of the novel remain 
very much in the fictive present. They are both 
constantly aware of the distance in time between 
themselves and the events narrated in the diary. 

Description or summary of the memories of a 
character by a third person omniscient narrator is a 
somewhat more subjective method. In these cases,the 
narrator may begin with a phrase such as "he remem- 
bered", and continually place himself between the 
reader and the character who is undergoing the pro- 
cess of recollection. As in the extract from the 
memoirs contained in Aura, the reader of the novel is 
not allowed to relocate himself entirely in the past, 
but is constantly reminded of the distance between 


the fictive present and the past. In other instances, 
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90 
however, the notion that the past is recuperated by 
means of the recollection of a character is to some 
extent effaced and the relationship between the past 
and present is to some degree severed. That is to 
say that the past is not necessarily narrated from 
the perspective of the present but is re-created by a 
narrator who is not necessarily identifiable. The 
product, in such instances, is a flashback, which may 
be cinematographic in nature and encompass the narra- 
tion of an event from perspectives which, often, 
could not normally really be remembered as personal 
experience by a single character. Evidently, in 
these cases, the memory of the character itself is 
not actually at work, but the passages of the narra- 
tive in question are attributed to it. Indications 
tChateasparticuilar character iSsin the process of 
remembering must be sought elsewhere in the text 
other than in the flashback, which contains no inter- 
nal reference to the effect that it is a memory 
sequence, has no identifiable narrator, and often no 
identifiable witness of the events narrated. 

Even in a novel in which a third person 
omniscient narrator predominates, a character may, 
nonetheless, be allowed to describe his own memories, 
in the first person and without the interference of 
the omniscient narrator. In this case, the character 


may narrate the story of his past to a second 
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character in the course of a dialogue, or his memo- 
ries may be depicted through an interior monologue. 
In the latter, the character may even appear to be 
unconscious of his own thought process when it is 
made to seem as if the character's mind has been 
penetrated and that his mind rather than the charac- 
ter himself has been put on stage. The reader 
understands that what he is reading in this case is 
not "speech" but thoughts or pre-speech. > 

As will be shown in the discussion which follows, 
all these methods are utilized by Fuentes, in varying 


degrees and in different combinations. 


"Chac Mool" 


Thes transcription of the content of a diary. as a 
means of conveying a sustained account of fictive past 
evencSm smcOnbGacound, only inguCchac Moo1",° the first 
story of Los dias enmascarados. The use of the diary 
makes it possible to distinguish two different times 
in addition to that of the narrator, whose time of 
narration we have already identified as the true fic- 
tive present. By taking the time of narration into 
account, the other two periods of time presented may 
be accepted as sustained narratives of the fictive 
past. We refer to two periods because, although the 


narrative does involve one continuous past from some 
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time one and a half years before Filiberto's death 
until the evening of the day after it, the events are 
presented as if they constituted two distinct periods 
of time in the past and are even narrated in two 
different ways. The more remote past is contained in 
Filiberto's diary. The more recent past consists of 
the narrator's reading of the diary and the incidents 
that happened to him during the period from 
Filiberto's death until his arrival at Filiberto's 
house, on the day after his death. 

The presentation of the incidents in which the 
narrator is himself involved does not entail any 
particularly striking techniques. The narrator 
remembers and narrates what took place during that 
period of time when he travelled from Acapulco with 
Filiberto's body and when he subsequently arrived at 
Filiberto's house only to be confronted by what 
appears to be the reincarnation of the god Chac Mool. 
The brief exposition at the beginning of the story, 
the conclusion to the narrative, and those few com- 
ments offered by the narrator (pp. 18 and 21) to fill 
in gaps in the diary are the extent of the first 
level of the fictive past. The actual period of time 
that elapses is approximately twenty-four hours. It 
clearly begins on the night before Filiberto's body is 


placed on a bus bound for Mexico City (". . . esa noche 
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Snoomizomuneballem.s6.. , 0.) 7)and ends the night 
of the following day ("Cuando a las nueve de la noche 
llegamos a la terminal, afin no podia concebir la 
PSocurasdesimns, amigqoeysD.1 27) 

There is little detailed plot development in 
the recent past. The narrator passes his time, once 
he has spent the first night in Acapulco and boarded 
the bus with the coffin, reading Filiberto's diary. 
The only surprise left for the reader is the discov- 
ery that Chac Mool was not a figment of Filiberto's 
imagination, but a reality that the narrator eventu- 
ally has to face also. 

In relation to the fictive present, the 
impression that the recent past of the narrator has 
been recuperated and interpolated into the fictive 
present is somewhat diminished, precisely because 
the time of narration is virtually ignored. By his 
very nature, however, and from the context of his own 
present, the narrator serves as an intermediary 
through whom the reader of the story gains access to 
the narrator's past experiences. The past is thus 
made to appear more distant. Moreover, the flow of 
time in the recent past is not controlled or dis- 
torted by the narrator's own subjectivity since, 
through his reading of the diary and the narration 


of his own experience, he reconstructs an objective 


oll a ~ 
© e\3 hi 
= 
| 
i 
7S 
' j 
fee 
3 Tecan 
2ur 2 


= 
= 


to well oft cseiecc .thsdekh 256m Thee 
ry wee : 


a P 
64 
a 


he ‘plaad ay bad a oO 
ac) 6 ebeent") ab pobwettod edt to 
f#is..leniesea ef « somapeli” ~ 


>t . 
=F maael “ee 


(8S .o ."*o8inw dm oh exvool 


> hey alesil ak e26dTt 


be lL igacb 


: vosayaea unt .Jasq depet 270 

: oftel 39) af? J3oeqe Zact-on 

oi ‘oy octt dddw avd alt 

efi “oO? ‘te’ selageee gino ear 

3 bow. ABA [ 2 2am 26f9 Ye 

veiiie: w tof , ap hdentpemt 

oS ee 67 oo Bad vile 

Ire@eewse Svtioid.--# os eo hpeles al 7 
r=é gns1 one Satie roLaseo gms 

oH ~eistuess bue heceteqenes ased 


4> t73 j ) ata et Lo tts 3 Siva Ge 34 ie 4 3f43363g 


ber ump vi ts stab 6b cabbie tocen items 
tyesron acy mog® Bae , Seve . emer7Any) yaa 
ebm ots te 8€ aeVige Wdetaw es daneorg ~ 
Pitch yxrtds SOs %O Sepia eee ae devordd 4 
7 


1654 370 


aye RAR: ae 2 \y9Teasn 6 om | 


sors =>) aa 
i - 
. 


 y is en 
on eae 


94 


ehrono logy. 

A more interesting technique is used to present 
the events which constitute the remote past and lead 
to Filiberto's death. Filiberto himself gives his 
Own impressions of what took place in his jottings in 
SenOLODOCk eI nmticrrOrmeOl ardlany jawhicimnisetri1end 
reads while travelling with Filiberto's body from 
Acapulco to Mexico City. At the same time as he is 
reading the diary, the narrator also comments on the 
story told by Filiberto in the diary. This procedure 
provides precisely the contrast necessary for the 
reader of "Chac Mool" to place Filiberto's story in 
doubt and to question the verisimilitude of what he 
has written. It is this "other" perspective, provided 
by the narrator's comments, that makes the reader ask 
himself whether or not Filiberto is insane or going 
insane, and whether or not his story is true. The 
discrepancy is maintained until the very end when, 
not only do the two time lines of the past become one, 
but the two stories, that of the narrator and that of 
Filiberto, are united: Chac Mool presents himself in 
person to the narrator. If Filiberto's story was the 
result of an overactive imagination or insanity, so 
LS athe narraton.s. 

Through the use of the diary technique, the 


remote past is inserted into the narrator's recent 
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past. At the same time, both fictive past times are 
interpolated into the fictive present, which is the 
moment of narration. But this sustained interpola- 
tion of the two past times does not have the effect 
of taking the reader back to the past but rather of 
bringing the past to the present. The past is made 
to usurp the present to the extent that the latter 
almost completely disappears. 

The fact is that the majority of the narrative 
of "Chac Mool" takes the form of the recording of past 
events. Moreover, the past is presented rather 
objectively. There is no attempt to show the subjec- 
tive workings of the mind through memory, for example. 
In the diary and in the narrative of the recent past 
are thoughts and events recorded in writing, being 
read in another time by another character. As readers 
we are quite removed from the time when the events 
took place, not so much because of the difference in 
time, but because the events have undergone several 
narrative transmissions, so to speak. Moreover, the 
reader is not really allowed to abandon the fictive 
present, because the narrator's interruptions continue 
to remind him of the other times involved. 

In the light of these observations, it might be 
concluded that, regardless of first impressions, the 


story is as much about the confirmation of Chac Mool's 
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existence, as a result of his appearance to the narra- 
tor, as it is about the circumstances of Filiberto's 
death. Such an effect could not have been obtained 
without the provision of two perspectives. Since 
Filiberto is dead, his story can only be told 
directly by having recourse to what he had previously 
written in his diary. Had the narrator suppressed 

the diary, however, and simply told the entire story 
himself, he would have reduced the effects to be 
obtained from a comparison of his own experiences 
with those of Filiberto. Hence, the presence of three 
time lines in "Chac Mool" contributes appreciably to 
the effects produced by the story and is an essential 
DarLeObeitseStmucture. 

The technique of using the diary in this manner 
presupposes several important factors in the time 
structure of a narrative and its reception by a 
reader. It not only presupposes that events have 
been interpreted but that, since the writer of the 
diary usually records what has already taken place, 
we, aS readers, are at least twice removed from the 
time when the events occurred. In "Chac Mool", we 
are still further removed from the time of the events 
as a result of the introduction of two more time 
levels. Since he reads the diary written by 
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the second narrator. Moreover, the entire episode 
took place some time ago ("Hace poco tiempo, 
Filiberto muri6éd ahogado en Acapulco", p. 7). There 
are, therefore, several time levels involved (see 
schema on following page). Each level, between the 
reader's present and the events that took place in 
Filiberto's past, involves the conscious narration, 
reading or writing of events that took place. In no 
case does Fuentes attempt to present the direct con- 
scious or unconscious thought process of a character. 
Moreover, the technique of using the diary to present 
the past has a rather obvious effect on the structure 
of the narrative mainly because it can clearly be seen 
as separate from the rest of the narrative. The 
majority of the passages of the journal are preceded 
by a date and moreover are clearly separated from the 
interpolated comments of the narrator and from each 
other. They are "blocks" of the past recording only 
those moments and events which Filiberto himself had 
considered important. Throughout the story, time is 
therefore presented objectively and, although there 
are several time levels and the diary technique makes 
for an interesting interplay, the objective time 
structure of the narrative is not adversely affected 


by the interpolation of the past. 
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Las buenas conciencias 


The presentation of the past in Las buenas 
conciencias may be considered as more subjective than 
in "Chac Mool" in one sense only: at the beginning 
and at the end of the novel it is emphasized that the 
recuperation of the past occurs through the memory of 
the principal character, Jaime Ceballos. As indicated 
in our previous chapter, the content of the novel is 
a flashback, presented through the mediation of 
Jaime, so that the fictive present consists solely 
of the time he takes to remember. Although it is 
clearly unlikely that Jaime could "remember" the 
events of one hundred years in detail, the reader is 
nevertheless persuaded to accept it as a possibility, 
if only as simply a narrative device. In addition to 
those aspects of the device to which we have already 
referred, the reader is further persuaded by the 
GontentsOm chapter Le oL themnovel to accept the 
Narrative as a product of Jaime's memory. ‘While fur- 
nishing a detailed description of his ancestral home, 
this chapter demonstrates how the past, which will be 
the subject of the rest of the novel, pervades the 
walls and rooms of the house. In effect, it appears 
that Jaime does not need to “remember"; the house in 
which he has been reared is so permeated by the past 


that it has become a part of his present. The 
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century-old dust, which is occasionally raised by 

the wind, quickly settles back into the corners 

when the wind dies down (p. 11); the bathroom fix- 
tures are still those of two generations ago (pp. 12- 
Loyeanaeties=cellarei1s tulls of solasfturniture;, 


cobwebs, and bric-a brac: 


A la entrada de la casa, ala 
izquierda, esta el bodegén repleto 

de telarafias, bafiles, cuadros 
desechados, muebles cojos, lena, 
colecciones de mariposas cuyas alas 

se mezclan con el vidrio pulverizado 
que las cubrfa, espejos tefiidos, paja, 
tomos desencuadernados de los folletines 
lefidos por las generaciones pasadas: 
Paul Féral, Dumas, Ponson du Terrail; 
maquinas de costura olvidadas. (p. 13) 


Moreover, there are several indications in Chapter I 
that even the past prior to Jaime's own lifetime has 
become part of his memory and that he is therefore 


able to "remember" it: 


De igual manera que la luz aisla 
ciertos objetos de la casa, ciertos 
objetos del bodeg6én se afslan en la 
memoria de Jaime. Recuerda el 
ejemplar amarillo de El Siglo XIX, 
hallado en el fondo de:unsbagl, en 
el que la patria mexicana agradecia 
a Prim haberse retirado de la 
aventura imperial de Napoleon III. 
Recuerda los sables plateados del 
tio Francisco cruzados sobre la 
pared del salén de recepciones. 
iCuantas veces habia jugado Jaime 
con ellos, simulando combates 
corsarios, justas caballerescas, fugas 
mosqueterast Recuerda la enorme 
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fotografia ovalada y sepia de los 

abuelos. ° un dia encontro, en el 

bal, los velos negros que su 

abuela debi6é usar en el entierro de 

Pepe Ceballos. (p.. 13) 
After this chapter, however, there are few direct 
indications that the events narrated are remembered 
by Jaime. Yet, the author does take some pains to 
justify the attribution of the events narrated in the 
novel to Jaime's memory by explaining how Jaime 
learned of those events which he could not possibly 
have witnessed personally. For example, when the 
Mexican Revolution is referred to in Chapter II, it 
is shown how Jaime learned of it: 

-iY la Revolucién? --preguntaba 

Jaime cuando, hacia los nueve anos, 

se enter6 de aquel movimiento. 

-Al principio no asust6é a mama --le 

respondia su padre, Rodolfo, mientras 

consultaba con la mirada a Asunci6n. 

(pre Z 6) 
Finally, the reader is inclined to accept that the 
entire plot is the product of memory because of the 
predominance of Jaime's personal recollections. 
Chapters IV to X depict Jaime's life from seven, to 
seventeen years of age, with some moments described 
in detail and other periods passed over with a brief 


comment, just as they might have been recollected 


through the selective process of memory: 
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Cada ano de la vida, como el reposo 
de cada noche, tiene simas de suefio 
DrOcundOmyMOLTaS ,.Cimas de ivigidia 
intermedia. Se pierden, en el 
recuerdo, horas, dias enteros; trozos 
totales de existencia. La vida en la 
pequefia capital de provincia, una vez 
descubierta, tiende a agotar el 
asombro. S6lo quedan jornadas, 
paginas aisladas que se empefian, como 
un plomo, en hundirse y echar raiz. 
Catorce anos: ” “el=regalo *de*sla Biblia. 
Quince anos: las voces de los que 
tienen una opini6én sobre uno, de los 
que dicen cosas sobre uno, de los que 
se sienten responsables del futuro de 
uno, de los que indican el buen camino. 
Gey HEM, 


Nevertheless, in spite of these endeavours on 
the part of the author to give the presentation of the 
past more subjective connotations, the past is, in 
fact, narrated considerably more objectively than in 
SOnaACceMOOles OL olLneany "OL the other moveis to be 
discussed precisely because it is clear that the use 
of the memory technique in Las buenas conciencias is 
no more than a narrative trick. In almost every 
other respect, the past is presented objectively in 
a narrative related by a third person narrator. The 
narration of the past, which, with the exception of 
the last and the first two pages, consists of the 
entire novel, 1s .governed by a rigorous, historical 
chronology. The narration of the past is not 
interrupted by any return to the fictive present or 


by the intervention of any other narrative voice. 
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Indeed, more than in any of Fuentes' early novels, 
except Aura, time is generally made to unfold in a 
continuous uninterrupted line. 

Since Chapter I is a somewhat static description 
of the sumptuous ancestral home and its memories, the 
story "remembered" by Jaime begins in Chapter II, 
with an account of the Ceballos' family history from 
the middle of the last century, and traces the social 
and enonomic development of Jaime's ancestral past. 
His ancestral history is synchronized with that of 
Guanajuato, which, in turn, reflects the more general 
history of Mexico. Although a strict chronological 
time is observed in the development of the narrative, 
the actual period of time in question is passed over 
fairly rapidly, as is to be expected, since in the 
space of twenty-two pages a family history spanning 
approximately eighty years is narrated. Yet, in spite 
of the rapidity with which events are covered in this 
chapter, an objective historical time line is clearly 
evident. Dates are referred to and the necessary 
links between events are established in order to 
Maintain a clear chronology. It is known how and 
when the Ceballos family established itself in 


Guanajuato: 
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de la entidad, fue el que permiti6d a 
la pobre familia de inmigrantes 
madrilefios instalar su tienda de pafios 
cerca del templo de San Diego, alla 
por el afio de 1852. (p. 15) 


Thereafter, the story of the family is synchronized 
with the history of Mexico through reference to 


dates and to events of national importance: 


Y en 1862, cuando las fuerzas de 
Prim desembocaron a cobrar la deuda 
mexicana, la furia antiespafiola, 
encarnada en grupos de j6évenes que 
recorrfian las estrechas calles de 
la vieja poblaci6én gritando "iHasta 
Madridin, -obligo7agdon Higinio 
Ceballos a cerrar el comercio y 
esconderse con toda su familia. 

(pp. 16-17) 


En 1903, cuando el Presidente 
Diaz pas6 bajo los capiteles de 
bronce y las estatuas de las musas 
para inaugurar el teatro Juarez, la 
familia Ceballos ocup6é uno de los 
Duincetpatlessepallcog . te \pmm2dy) 


Porelogvisto,wLlos. patriarcas de la 
familia Ceballos acostumbraban morir 
en fechas hist6ricas: aquél era un 
dfa de la tercera semana de noviembre, 
y poco después se supo en toda la 
regi6én que el mismo dia habfia sido 
asesinado, en Puebla, Aquiles Serd€n. 
(one 4) 


In the same way as other references to events of 
Mexican history, the allusion to the beginning of 
the Mexican Revolution and the assassination of 


Aquiles Serdan. (20 November, 1910). has the effect of 


emphasizing the importance of objective time. The 
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chronological account of the Ceballos family is 
placed in the same context as objective history and, 
thereby, obtains the same connotations of objectiv- 
tyr 
A similar attention to objectivity is maintained 

in the chronological development of the narrative in 
the sgthirdychaptreriog ithe move jawhiich Hs, primarily 
concerned with describing the generation that preceded 
Jaime Ceballos. In this chapter, the lives of Jaime's 
father, Rodolfo Ceballos, and the aunt and uncle who 
adopt him, Asunci6én and Jorge Balcdrcel, are described 
in some detail, with particular emphasis on placing 
them within the historical and chronological frame- 
work established in the previous chapter. The 
references to the history of Mexico are continued: 

No debfan los Ceballos su fortuna 

y posicién a la buena voluntad de 

los gobernadores Mufioz Ledo y 

Antillén? 4No habfan incrementado 

una y afirmado otra, merced a la del 

general Diaz? éPor qué, ahora, 

habian de enajenarse la del general 

Calles? O la del general Cardenas, 

cuando demostr6é que no seria un 

pelele.» (0, por fin, la del general 

Avila Camacho, durante cuya presidencia 

Jorge Balc&arcel se permiti6d el lujo de 

Sincronizar sus creencias privadas con 

sus declaraciones piblicas. (p. 38) 
Several dates are mentioned (pp. 37, 38, 39) and 


objective measurements of time are employed both to 


maintain the chronological continuity between the 
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events of the narrative ("apenas diez afios antes", 

Dero Je dieano edescasados s,ep. 042) vandato imdiicate the 
importance that the objective, routine measurement of 
time will acquire in the story as a whole ("Desayuno 

a las ocho, comida a la una y media, cena a las 
NUSVecs, sD. 430) seebhus,, in ispitesof thesgfact thatthere 
is some chronological dislocation in the order in 
which events are narrated in this chapter (it begins 
with the time in which Balcdrcel and Asunci6én are 
already installed in the ancestral home and sub- 
sequently returns to the period before their return 

to Mexico, pp. 42-43), the general impression of 
chronological development is maintained. 

Chapters IV to X form the major section of the 
narrative and deal exclusively with Jaime's personal 
past. As in the previous chapters, objective time is 
evident in two major ways: in the chronological 
development of the narrative, and in an emphasis on 
the objective measurement of time. It is particularly 
noteworthy that Jaime's story is presented precisely 
in order to demonstrate the passage of time and to 
indicate the stages in the life of a growing boy. 
There are constant references to his age. There is no 
doubt in the reader's mind that, in Chapter IV, Jaime 
goes from seven to thirteen years of age; that Chapter 
V traces his fourteenth and fifteenth years; that 


Chapters VI and VII deal with Jaime's sixteenth year 
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and the crisis of his adolescence; and that Chapters 
VIII, IX and X deal with Jaime at 17 years of age. 
Some chapters even appear to be structured according 
to that same yearly cycle: Chapter V, for example, 
begins with a reference to the significance of the 
passage of the years in a lifetime, Jaime's fourteenth 
and fifteenth years in particular, and ends with a 
reference to the end of a year: "Asi puede pasar un 
(p. 95). The same theme reappears at the begin- 
Dingsotethe srollowing chapter: 2)" 20u6 era sun ano?) 
(p. 96). In addition, the impression of an objective 
chronology is further reinforced through the constant 
references to "real" events, such as those of the 
Christian calendar, and to the objective measurement of 
time by the clock: "Los cohetes del SA&bado de Gloria" 
(D5) se bse dia.es Domingo de Pascua (p.,.62); “Los 
habitantes de la casa escuchan la noche de abril" (p. 
OC) et ea ease Ole Ze Cn MOUNT Ome Ome oun ASUNCLON 
lo despert6d a las cuatro de la mafiana" (p. 166). 

As has been demonstrated, temporal objectivity 
in the presentation of the past in Las buenas 
conciencias is a direct result of the chronological 
continuity of the narrative and the emphasis placed on 
the objective measurement of time. However, there is 
another aspect of narrative technique which may be of 
still greater importance in the objective presentation 


of past time. This is the presence of an omniscient 
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and omnipresent third person narrator who is 
entrusted with relating the entire story. Essen- 
tially, this means that the perspective from which 
events are narrated is not limited to Jaime's memory, 
nor does his memory interfere in the narration of 
events. 

The narrator of Las buenas conciencias is not 
restricted, but is omniscient. He has a panoramic 
view of events and characters and is just as capable 
of viewing them objectively from the outside or of 
contemplating them from the perspective of a 
particular character. He is equally at home narrating 
Jaime's thoughts and feelings as he is narrating Juan 
Manuel lsu(p. 159) )>sBalcarcelis (p. 74), or Asuncion's 
(p. 108). The narrator appears sometimes to see 
thincsecronmethempolt OL vlewrOoiea child, that) is, 
Jaime, and sometimes from that of an adult. In the 
greater part of the text the narrator appears to 
distance himself from the events he is narrating, 
but on a few occasions, he moves closer, both in 
time and space, to the events: "Y, sin embargo, hoy 
regresaba con su padre de la procesién de Viernes 
Santomnm. Shula Demos) wm OLmdsvaiahyemecusLhOugh mL e 
MagOnLtyeos thesnarrativesismingtheypasi atense, 
there are a few occasions in which there is a sudden 


change to the present tense (p. 56, p. 113). In 
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terms of time, the narrator is free; he refers to the 
past, present and future. In the description of the 
family history in Chapter II, for example, the 
narrative suddenly shifts ahead to a conversation 
among Rodolfo, Asunci6én and Jaime, in which past 
events are described: 

--Y la Revoluci6én? --preguntaba Jaime 

cuando, hacia los nueve anos, se 

enter6 de aquel movimiento. 

--Al principio no asust6 a mam4 --le 

respondia su padre, Rodolfo, mientras 

consultaba con la mirada a Asunci6én. (p. 26) 
On another occasion, in Chapter IV, there is a more 
obvious example of the narrator's freedom of movement 
in time, evident in his precognition of the outcome 
of events: "Sabrfa mas tarde que alli, frente a ese 
Dios victimado, sinti6d por primera vez que era otro 
Y nuevo "(p, 53)./ 

Although there is a predominantly objective view 

of events and characters in the novel, there are, 
nevertheless, a few instances within the fictive 
past in which events are not described as if seen by 
an outside observer or by an observer who places 
himself in the perspective of a character, but 
through the thought processes of the characters 
themselves. These are instances of subjective time 


in the past. Instead of the narrator describing the 


character's thoughts, the actual flow of thought is 
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presented as if the characters' minds were open to 
view. There are two major examples: the presenta- 
tion of the thoughts of Jaime and Ezequiel when the 
latter is discovered by Jaime in the stables (pp. 67- 
68, 70-71), and the interrelated thoughts of 
Balcarcel and Asunci6én on one occasion when they man- 
age to overcome the barrier between them and embrace 
(pp. 142-144). These passages are distinguished 

from the rest of the text by parentheses and quota- 
tion marks and, in each case, the consciousness of 
the character appears to be speaking. The reason for 
this usage is more obvious in the case of the episode 
concerning Jorge Balcarcel: after so many years of 
silence, they are both more able to say to themselves 
what they could not say to each other. Moreover, the 
two interlaced currents of thought clearly demon- 
strate the irreparable breach between them. In the 
case of Jaime, the episode with Ezequiel takes place 
at a point when he is beginning to feel the solitude 
Oe adolescence, and to see himself differently. For 
this reason, his thoughts are shown directly. The 
direct presentation of Ezequiel's thoughts is prob- 
ably related to his peculiar situation as a fugitive, 
distrustful of everyone, particularly at the begin- 
ning of his acquaintance with Jaime. In any event, 


what he does say could not really be shared with 
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Jaime. Notwithstanding their subjective connotations, 
the fact that these passages are included within a 
fictive past related by a third person omniscient 
narrator gives them a less subjective quality and 
makes them appear less direct. Such a conclusion is 
further enhanced by the fact that the passages in 
question are cited in parentheses and between quota- 
tion marks. As a result, the narrator still appears 
to place himself between the reader and the charac- 
ter, as if what is presented were not true interior 
monologues, but thought sequences re-constructed or 
quoted by the narrator. Hence, even the most 
subjective elements of the narrative are strongly 
tinged with objectivity. 

These observations concerning the time struc- 
ture of Las buenas conciencias lead us to several 
conclusions about the novel. The predominance of a 
third person omniscient narrator undoubtedly has the 
result of maintaining a considerable sense of 
Object iViIty sin the presentation Ofethe ustory a vec, 
in an attempt to show how the present is a product of 
the past, the narrative deals with a fictive past, 
rather than with a fictive present. Fuentes did not, 
therefore, choose to convey history in an entirely 
objective manner. Objective, historical facts are 


not revealed directly, but are conveyed through the 
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narrative of the personal history of the protagonist's 
family. Moreover, the objectivity of this history is 
attenuated by portraying it as if it were, yet with- 
out its actually being, a product of the retrospec- 
tion of the protagonist himself. This procedure not 
only has the effect of giving a sense of order, unity, 
and a common perspective to the extended period of 
time covered by the narrative, but allows the author 
to give a colouring of subjectivity to an otherwise 


entirely objective view. 


La muerte de Artemio Cruz 


The third person narrative sections of La muerte 
de Artemio Cruz and some parts of the second person 
sections, which together constitute the fictive past 
of the novel, call to mind some of the techniques 
which we have already described as essential to the 
presentation of the fictive past in Las buenas 
conciencias. Although the two novels are, in effect, 
quite different from each other, the author has 
employed the same basic technique of colouring a 
strictly objective view of the past with an element 
of subjectivity. To some extent, the difference 
between the two novels in the use of this technique 
is a matter of degree. Whereas, in Las buenas 


conciencias, Jaime Ceballos is made to "remember" 
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virtually the entire novel, in La muerte de Artemio 
Crugeithemerecolfections of ArtemionCruz ;yalthough 
substantial, are fragmented and are contained prin- 
cipally in the sections of the novel narrated in the 
third person. As in the case of Jaime Ceballos, how- 
ever, it is clearly indicated, beyond any doubt, that 
these sections of past narrative are to be attributed 
to the memory of Artemio Cruz. In the same manner, 
his memories are not directly presented as such. 

That is to say that Artemio is not given the role of 
narrating his own recollections, but that a third 
person narrator, with a panoramic view of the past, 
is responsible for communicating them to the reader. 
Thus, instead of being able to speak in terms of 
memory time, mind time or interior time, the narra- 
tive sections dealing with the past must initially be 
seen as presenting an objective view of time. 

As weyhavemalready undicated, @and jas sin Las 
buenas conciencias, several devices are employed to 
persuade the reader to accept that the content of the 
third person narrative segments is recalled by 
Artemio. Since these sections are narrated in the 
past tense by an unidentified omniscient narrator, it 
is only from indications contained in other parts of 
the novel that it can be understood that they are 
derived from the memory of a character. In the first 


and second person narrative segments, the author 
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insists pointedly and repeatedly, that the dying man 
is remembering and that his memories are recorded in 
the third person fragments. The reader is made to 
believe that the memories come from the profounder 
levels of the dying man's unconscious. Unlike Jaime 
Ceballos, who consciously seeks to remember, Artemio 
Cruz's memories rise to the surface only when he 
loses consciousness, sometimes with the help of the 
doctor's needle. This is often indicated in the 
first person section immediately before the second 
and third person sections of a particular triad as 
if to establish that both these sections are, in 
fact, composed of Artemio's unconscious thoughts: 

Meshanwclavadomun gounalsslango. yesouso ien 

el estomago; hay alguien, hay otro que 

me ha clavado un acero en las entrafias: 

voudejo,queshagan. (pp. 12) 

Quiero dormir. Alli viene la punzada. 

Alla evi cna ee Dean ayae eee OLranverzesla 

inyeccionr. cbhe, —tPor quer, No no no, 

otra cosa, rapido, recuerdo otra cosa; 

eso duele; aaaah-ay; eso duele; eso duele; 

SSoOsduernce pias CSOkM mien a DD. O9mand 60) 
The second person narrative sections contain still 
more indications that Artemio falls asleep or is put 
to sleep before his memories begin to surface. As 
yet another Sign that what is toptollow asm@the product 
of the unconscious mind, these indications occur most 


often precisely before the beginning of each third 


person section: 
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- « - Cierra los ojos Artemio Cruz. (p. 36) 


. . » habras gritado cuando te atraviesen 
la piel con esa aguja llena de un liquido 
calmante. (p. 61) 


wEeeeeeCetrarastlosevO JOS.  Dostezaras. Lu 
Artemio Cruz, 61: creer&as en tus dfas con 
TOSMOVOSMCECELACOS cmt. are) ss t(D eo elo) 


- . . reposaras con los ojos cerrados, pero 
no dejaras de ver, no dejards de desear: 
recordaras, porque asi hards tuya la cosa 
deseada: hacia atr&s, hacia atr&as, en la 
nostalgia, podr&as hacer tuyo cuanto desees: 
no hacia adelante, hacia atr4s: 

la memoria es el deseo satisfecho: 

sobrevive con la memoria, antes que sea 
demasiado tarde, 

antes que el caos te impida recordar. 


(Ces: 1589) 
Up to a point, then, they are involuntary memories, 
although not of the type described by Proust in A la 
recherche: dugetemps perdu.® Artemio Cruz wants to 
remember, but only those facts from his past which seem 
able to offer him some form of redemption. In spite 
of himself, his subconscious, personified in the 
second person narrative voice, makes him remember 
everything, including those past moments he would 
DLerecrE to toOrger. 
ee eras deacus parpados cerrados, 
sabras que la intensidad de una luz que 
penetrara hasta el fondo de esa placa 
reducida e imperfecta podria provocarte 
sentimientos ajenos a tu voluntad, a tu 
estado. (p. 60) 


In addition to these indications, the author 


takes advantage of other opportunities to establish 
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that the third person fragments are memories, that in 
fact the three narrative voices of La muerte de 
Artemio Cruz constitute a single narrator, identifi- 
able with Artemio himself, through which the differ- 
ent aspects of his character and different levels of 
his conscious or subconscious state are presented. 

In the first of the second person fragments, the 
narrator even provides a summary of everything that 
will be remembered through the third person narra- 


tive voice: 


Pero recordardas otras cosas, otros dfas, 
tendras que recordarlos. Son dfas que 
lejos, cerca, empujados hacia el olvido, 
rotulados por el recuerdo --encuentro y 
rechazo, amor fugaz, libertad, rencor, 
fracaso, voluntad-- fueron y ser&an algo 
mas que los nombres que tu puedas darles: 
dias en que tu destino te perseguira con 
un olfato de lebrel, te encontrarda, te 
cobraraé, te encarnar& con palabras y 
actos, materia compleja, opaca, adiposa 
tejida para siempre con la otra, la 
impalpable, la de tu Animo absorbido por 
la materia: amor de membrillo fresco, 
ambici6én de ufias que crecen, tedio de 
calvicie progresiva, melancolia del sol 
y el desierto, abulia de los platos sucios, 
distraccién de los rfos tropicales, miedo 
de los sables y la pélvora, pérdida de 
las sd&banas oreadas, juventud de los 
caballos negros, vejez de la playa 
abandonada, encuentro del sobre y la 
estampilla extranjera, repugnancia del 
incienso, enfermedad de la nicotina, 
dolor de la tierra roja, ternura del 
patio en la tarde, espiritu de todos los 
objetos, materia de todas las almas: 

tajo de tu memoria, que separa las dos 
mitades. (p. 17) 


Artemio Cruz remembers all this and more. Each of 
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the elements listed is elaborated as a major con- 
stituent of the content of one of the third person 
narrative sections. The idea that the third person 
narrative sections are to be accepted as the memories 
of Artemio Cruz is therefore of singular importance 

to the structure of the novel. These memories are 
also of supreme importance to Artemio Cruz himself, 
because he has nothing left but the past. The limited 
development in the fictive present, in contrast with 
the preponderance of the fictive past, is symbolic of 
the brief time left to the dying man. It is through 
the past that he sees the ultimate possibility of 
bringing together the loose threads of his life and of 
finding some form of personal redemption. 

The third person narrative segments themselves 
provide a few indications to the reader that they 
constitute the recollections of the dying man. The 
majority of the memories are of Artemio's personal 
and intimate past and, in many instances, recall 
events which only he could have known. In other 
words there is a certain impression of intimacy 
between the narrator of these memories and the 
character who is both remembered and purported to 
remember them. However, the principal indicator that 
the third person narrative segments are to be 
considered as memories is not to be found in those 


segments themselves, but is derived from their 
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textual disposition and relationship to each other. 
The fragments of the third person narrative succeed 
Gach other sin sam santi=chronological order. This is 
made all the more obvious since each section is pre- 
ceded by a specific date, with the evident purpose of 
emphasizing the chronological dislocation of the 
narrative. Indeed, the only form of chronological 
order in the succession of the fragments is a general 
tendency towards the more remote past, culminating, 
au the wendsoe tChesnovel,.in the Dirtn of Artemio. In 
this way, the subjective connotations of Artemio's 
memories are to some extent preserved. That is to 
say that the establishment of the order in which the 
fragments are presented appears to issue only from 
the memory. Consequently, the fragments are separate 
and unconnected except by implication. There is an 
apparent unity and continuity among them only when 
they are seen to be linked by memory. On this point, 
Mario Benedetti makes the following comment: 

Los doce dias decisivos se interpolan 

en desorden cronolégico, a la manera 

de Huxley (como ya ha sido abundantemente 


destacado por la critica), pero en la 
novela de Fuentes el procedimiento esta 
mejor justificado que en Eyeless in Gaza, 
donde la novedad y la escarmentada pericia 
de Huxley no alcanzaban a ocultar su 
arbitrariedad esencial. El procedimiento 
de Fuentes tiene rigor. En el presente, 

o sea, el plano regido por el Yo, surge, 
por lo general, una palabra ajena, o un 
pensamiento del protagonista, o el 
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relampago de un recuerdo, que exige la 
apelaci6én a un pasado; pero no a 
cualquier pasado, Sino a uno particular, 
con fecha exacta, con rostros, con 
palabras que fueron vitales, decisivas. 
Imposible barajar esas imagenes; 
imposible reordenar esos fragmentos de 
pasado en otra sucesi6én o dependencia 
que no sea la que el presente exige. 

In spite of all these indications, however, it 
is clear that, as in the. case of Las buenas 
conciencias, the technique used in presenting the 
the past is a narrative device employed to persuade 
the reader to accept the interpolation of the past 
more readily in the terms of the manner in which it 
appears in the novel. It is a device in the sense 
that although the reader can accept the past as 
representative of Artemio's personal history, he does 
not have direct access to the memory of Artemio Cruz 
himself except through the intermediary of a third 
DeLrson who? ins tact, 1s responsible for the snanrna— 
tion of Artemio's recollections. In the third person 
narrative segments, Artemio is converted into an 
object seen by a third person, but in the first and 
second person segments he is also converted into an 
object and seen by himself. Although the narrative 
may derive from his memory, Artemio is constantly 
referred to as “he” or “the man” in the third person 


narrative sections (for example, pp. 18, 36, 128, etc.) 


as if, in fact, another character were narrating his 
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story. The use of the third person serves the func- 
Prenso. waving angexternal portrait of the character, 
butiadsouresponds to a split in Artemio's character, 
which is evident throughout the novel. This split, 
more obvious in the use of three narrative voices, is 
also apparent in the "mirror images" which occur in 
all three narrative persons. It appears, for example, 
on the first page of the first person narrative, in 
the description of the glass incrustations of 
Teresa's purse in which the dying man sees himself. 
Here, the effect of fragmentation of the character 
is heightened by the fact that the mirror is itself 
made up of pieces of glass which necessarily return a 
fragmented image: ". ... era un rostro roto en vi- 
drios sin simetria, con el ojo muy cerca de la oreja y 
muy lejos de su par, con la mueca distribuida en tres 
espejos. circulantes" (p. 10). In the first segment of 
the second person narrative, Artemio sees himself 
as his twin, on the day before his death, reflected 
in his glass-topped desk: 

Y entonces te llevaras las manos al 
vientre y tu cabeza de canas crespas, 
de rostro aceitunado, pegara 

huecamente sobre el cristal de la 

mesa y otra vez, ahora tan cerca, verdas 
ese reflejo de tu mellizo enfermo ... 


El gemelo reflejado se incorporara al 
ObLO;eCUuecEereSse COs Dp. 16) 


Similarly, in the first segment of the third person 
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narrative, Artemio sees himself reflected as another 
when he enters the revolving glass doors of his 
Offi cesbuidlding: 
Se ajust6 la corbata frente al vidrio 
del vestibulo y atras en el segundo 
vidrio, el que daba a la calle de Madero, 
un hombre idéntico a 61, pero tan lejano, 
se arreglaba el nudo de la corbata también, 
con los mismos dedos manchados de nicotina, 
el mismo traje cruzado, pero sin color, 
any, dejaba caer la mano al mismo 
tiempo que 61 y luego le daba la espalda 


y caminaba hacia el centro de la calle, 
mientras 61 buscaba el ascensor. (p. 22) 


He sees himself Just as another person close to him 
would see him. It is also significant that these 
passages occur, respectively, in the first segments of 
the three narrative voices, thereby establishing from 
the outset the idea that Artemio Cruz has become the 
object of his own vision. By the same token, the 
narrative distance afforded by the use of a third 
person narrator for the greater part of the account of 
Artemio's life is a further means whereby the same 
effect can be obtained, as if it were possible for one 
side of Artemio's character to contemplate and describe 
the actions of the other. 

Since they are narrated in the third person by 
an unidentified omniscient narrator, without any 
absolute indication that they might be issuing from 


the mind or memory of a character, it must be assumed 
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that the third person narrative sections convey an 
objective sense of time. Even if we attribute 

these sections to the memory of Artemio Cruz, the 
technique employed has nothing in common with a sense 
of interior time associated with a stream of con- 
sciousness narrative. In effect, there are few 
instances of the free flow of thought in the fictive 
past, and these are associated with characters other 
than Artemio in addition to with Artemio himself. 
Moreover, the scope of the narrative is not limited 
by Artemio's memory nor, in fact, does his memory 
really interfere in the relation of events. It is 
obvious that the narrator knows much more than 
Artemio could possibly know. For example, the final 
third person segment narrates Artemio's own birth. 
Similarly, there are numerous examples of the 
reported speech, thoughts and actions of other char- 
acters that Artemio could not possibly have witnessed. 
In the very first third person segment (pp. 18-28), 
there are two alternating narrative sequences which 
describe, on the one hand, Artemio Cruz on his way to 
his office and what follows after his arrival, and on 
the other, Catalina and Teresa shopping for Teresa's 
wedding gown. Although it is obvious that Artemio 
could have no exact knowledge of their conversation, 


their thoughts or actions, the narrative makes them 
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all part of his memory in much the same way as Jaime 
Ceballos is able to remember his ancestral past in 
Las buenas conciencias. In some cases, there is an 
implied explanation for the apparent scope of 
Artemio's memory. Thus Artemio might well have been 
able to provide details of Lorenzo's adventures and 
death in Spain (pp. 228-241) because he received let- 
ters from his son, and one letter in particular just 
before Lorenzo died: "Yo te escribo, con el papel 
apoyado contra las rodillas, mientras las oigo 
hablar y trato de decirles cudnto amo a Espafia" 

(p. 237); "Toc6 con un dedo la carta que llevaba en 
el parche de la camisa" (p. 240). In the majority 
of cases, however, there is no attempt to explain 
how the passages of narrative which we are per- 
suaded to attribute to Artemio's memory could be 
conveyed by such an omniscient narrator and how it 
might be possible for Artemio to know all the 
thoughts, words and actions of Gamaliel Bernal, 
Catalina, Teresa, Lunero, Lilia, Laura, his parents 
and grandparents. 

The omniscience of the third person narrator is 
further enhanced by the inclusion of a number of 
interior monologues, principally in the fourth 
(pp. 93-116) and eleventh (pp. 280-306) segments of 


the third person narrative. These passages, convey- 
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ing the thoughts of Catalina (pp. 93-112), Artemio 
Cruz (p. 114) and the interlaced thoughts of 
Ludivinia and Pedrito Menchaca (pp. 296-301), are 
direct interior monologues, or interior dialogues 
in the case of the interlacing of thoughts between 
Artemio Cruz and Catalina and between Ludivinia and 
Pedrito. These passages are to be seen as emphasiz- 
ing rather than detracting from the omniscience of 
the narrator because, although they are narrated in 
the first person, they nonetheless remain within the 
general framework of the third person narrative. By 
the same token, the impression of subjective time is 
lessened because the passages are enclosed ina 
narrative in which an objective sense of time 
dominates. As in Las buenas conciencias, these 
monologues are distinguished from the rest of the 
text. In this case they are set apart by quotation 
marks eS 93-114) or by parentheses and a dash 
indicative of direct speech (pp. 296-301). As in 
Las buenas conciencias also, they are employed to 
draw attention to the walls of silence that separate 
many of Fuentes' characters from those to whom they 
are closest. 

The presentation of the past as memory is 
further belied by the objective quality with which 


time is recorded in the third person segments of the 
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novel. The third person narrative spans a period of 
seventy-one years, the exact age of Artemio Cruz. It 
therefore completes the history of the dying man, 
making the novel not so much the "death", but the life 
of Artemio Cruz. The twelve fragments of the third 
person narrative represent twelve decisive moments 
in Artemio's life. Unlike the first and second person 
fragments, those narrated in the third person trace a 
recognizably objective chronology in accordance with 
clock-time. Each fragment is headed by a date in 
parentheses: "(1941: Julio 6)" (p. 18); "(1919: Mayo 
20) me DemeO) eerondethent ina leone, (L999 :seeAbri 1. 9)" 

(p. 314), which not only make it possible for the 
reader to reconstruct the chronology of Artemio's 
life, but also place the story within the objective 
framework of "real" time. 

These dates also connect the personal history of 
Artemio Cruz with certain events of national and 
international history, and have the effect of further 
enhancing the sense of objectivity with which these 
fragments are narrated. Through this fusion of the 
historical and the personal, Artemio Cruz is seen as 
both a hero and an anti-hero of the Mexican Revolu- 
tion. His life is made to correspond with the 
trajectory of the Revolution so that decisive moments 
of his existence are also decisive stages in the 


history of the Revolution: the pre-revolutionary 
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DervOd mat Cmmimiucaryeancd political conflict. the 
agrarian vero and the ineveeuia lization of the 
country. Artemio's life is therefore intimately 
associated with these historical moments, seventy 
years in the recent history of Mexico. In other parts 
of the text there are also certain resonances that 


associate Artemio .Gruz. with pre-Columbian, times. 


In his excellent stuay*+ of the third person 


narrative segments and their relationship to the 
structure of the novel as a whole, Nelson Osorio 
points out that the very order of these sections 
responds to certain fundamentally objective criteria 
LeovrLeOmtOstlCmultonOUsArLoMZO vCrUuZehimselt .  ~Arter 
plotting the twelve episodes of Artemio's past ona 
G@rapil, —OSOLLOnsnOws Now Nis lyre consists of "high", 
"intermediate" and "low" points in terms of his 
social success, which are inversely "low" "intermed- 
PACCMmeOnCmun alm DOCS. Ti tlSemOLadesend Spirituad 
disintegration. In a detailed analysis, Osorio 
demonstrates how these objectively dated periods of 
Artemio's life are related in a much more profound 
sense, and how their placement in the novel is a 
reflection of that relationship: 
Pero los momentos mas altos socialmente 
de Artemio Cruz son, al mismo tiempo, los 


més bajos en la escala moral ,.. 
Los episodios opuestos en la escala 
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social son, en cambio, aquéllos en que se 
encuentra mas cerca de su autenticidad, 
Momentos en que su vida misma est4 en 
juego y es canjeada simb6licamente por 
otras vidas, las que ir&n rond&andole en 
su lecho de muerte como fantasmas ... 

La disposici6én de los episodios, de 
acuerdo a nuestro andlisis, nos permite 
establecer entre ellos una serie de 
conexiones significativas que enriquecen 
en profundidad el sentido de la obra y 
muestra la existencia de un sistema 
consciente que rige su distribucion. Se 
pone asi de manifiesto que esta disposici6én 
no es arbitraria ni desordenada, como a 
primera vista podria pensarse, sino que, 
segfin puede desprenderse del cuadro y de 
su andlisis, es _orgAanica, funcional y 
Significativa. 


Perhaps the greatest evidence of temporal 
objectivity in the third person narrative is to be 
found in the structure of individual segments of 
narrative. That is to say that the segments are 
constructed with a view to maintaining a basic 
ENrono Logica me cCONntinuictyminetiesnabratton on CVvents 
and with a certain degree of attention to the pro- 
vision of specific times and dates. In fact, ten 
of the twelve third person segments adhere strictly 
to chronological continuity and the objective 
measurement of time. Only the second and fourth seg- 
ments (pp. 36-55 and 93-116) contain any Significant 
chronological dislocation. 

The eleventh segment is one of the most typical 
of the chronologically sequenced sections. It deals 


with Artemio at thirteen years of age, his relation- 
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Ship with his uncle Lunero and with his paternal 
uncle and grandmother. The section begins with an 
indication that it is early morning ("los gallos 

Meee oe enUncClaromy wasVelozemananasdelstropico" =p ee2sc0) , 
and continues by relating the daily activities of 
Lunero and Artemio, who are making candles by the 
river in order to support the last remnants of the 
Menchaca family. The chronological description of 
the action in which Lunero and Artemio are engaged 

at that moment is briefly interrupted only by the 
reminiscences of Lunero and Ludivinia of a more re- 
mote past ("Antes --record6 Lunero, ..." pp. 280- 
281; "Hace trece afios, cuando le entregaron al nifio, 
pensomen mMandarlo poreel™ rio. 8." Dp.) 264-285" 
"Atanasio se lo dijo, record6é la anciana Ludivinia" 
pp. 291-294). However, these reminiscences hardly 
amount to an interruption, or dislocation, since they 
are appropriately incorporated into the narration of 
the continuing action. They are narrated in the 
third person and are not dwelt on at length or in 
pGledtecetaia = the recordingsot he passage oF trie 
continues as events succeed each other in chronologi- 
cal sequence: "Apenas pas6 el mediodia" (p. 287); 


"esta tarde caliente" (p. 293); "--Lunero --dijo el 
nifio cuando despert6 de la siesta" (p. 298); "Serfan 


las cinco y media" (p. 301); "Serfan las siete de la 
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noche" (p. 304); "la vieja desconoci6é la noche" 
(prs 0 6) % 

Although this particular segment of the narra- 
Cuvescontainsenossignificant shifts in ‘time, there 
are a number of shifts in space which create some 
breaks in the narrative. These occur when 
Ludivinia and Pedrito are introduced in the narra- 
tive, creating a certain counterpoint through the 
Simultaneity of their monologues with the action 
involving Lunero and Artemio ("Si, en la misma tarde 
aplanadas pores calor, la vieja hudivinia, = == tara-— 
rea con los ojos bien abiertos esa maldita canci6én", 
p. 289; also pp. 289 and 303). The two simultaneous 
currents of action and the two sets of people are 
merged when Pedrito is accidentally shot by Artemio, 
and the old Ludivinia is whipped and knocked over by 
the man who had come to take Lunero to another plan- 
EacbionsseThe®narrative is*further disrupted; as 
indicated earlier, by the interpolation of two 
interlaced interior monologues. The effect of dis- 
ruption of the chronology, however, is minimal since 
what are presented as interior monologues could 
equally well have been a dialogue between Ludivinia 
and*her son, Pedrito. This segment is typical of 
the majority of the third person narratives because 


it follows a generally chronological pattern of 
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development; there are some references to a more 
remote past, introduced as indirect memories of the 
characters; space shifts are present if not prominent; 
and there is a general tendency in the narrative to 
trace an action lasting for a twelve or twenty-four 
hour cycle. 

Of the two non-chronological segments referred 
to above, the second, in which Artemio's first two 
visits to the home of Gamaliel Bernal are described 
(pp. 36-55), presents a more radical disruption. 

This is because the other segment, depicting the 
relationship between Catalina and Artemio after five 
years of marriage, does not in fact present an anti- 
chronological sequence but rather attempts to pro- 
vide a broad spectrum of events whose sequence with 
relation to each other appears to be ignored, more 
than it is re-ordered. However, both segments 
emphasize the narrator's freedom of movement in time 
and space. 

The second segment, dated "1919: Mayo 19" begins 
at the point in which Artemio Cruz has arrived at the 
Bernal estate and has told the story of Gonzalo's 
final hours in the Perales prison. On the following 
page: (3'7)inea ttime eshift occurs when, the,reader is 
informed of Artemio's conduct in Puebla before visit- 


ing the Bernal home. However, the interruption is 
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very brief (two sentences) and has no significant 
effect on the chronology. The chronological contin- 
uity of the narrative is reestablished and, from 
references on the following two pages ("Sonaron a un 
tiempo todos los relojes de la casa y el viejo se 
incorpor6 a encender la lampara de acetileno" p. 38; 
NGaanoche habiaycaidotapis 39).,/it isylearned: thateit 
is night. The narrative continues for four more 
pages, without any further indication of a change in 
time, until page 43 when it returns to the earlier 
moment of Artemio's arrival in Puebla. On this occa- 
sion, beginning with the comment "Pas6 seis dfas en 
Puebla antes de presentarse a la casa de don Gamaliel 
Bernal" (p. 43) Artemio's actions before visiting the 
Bernal home are described in more detail and occupy 
the next five pages. The narrative of the next one 
and a half pages then shifts to a conversation 
between Catalina and Gamaliel which appears to follow 
Artemio's first visit and there are indications that 
it is the afternoon. Beginning with the last three 
paragraphs of page 49, the narrative changes to a 
description of the action at the Bernal home at the 
moment of Artemio's arrival. On page 5l, it shifts 
ahead to the time after Artemio's departure, at which 
point a passage describing Catalina's thoughts and 


memories is inserted. The narrative then switches 
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abruptly, on page 54, to Artemio's conversation with 
Gamaliel Bernal on the occasion of his second visit, 
which takes place on the morning following his first 
visit to the house. It appears, after the first two 
paragraphs, that a brief backward step in time is 
taken to describe Artemio's earlier meeting with 
Catalina, ending on the following page with a return 
to the point where Gamaliel and Artemio met for the 
second time. 

These constant shifts in time and space result 
in an unusually complicated segment. Not only is the 
chronology deliberately dislocated, but the scarcity 
of precise references to time makes it necessary for 
the reader to re-read the section, possibly several 
times, in order to reconstruct the chronological se- 
quence and understand the plot. One rather discon- 


certing example of temporal confusion occurs on page 


39 in the following statement: "Era inquietante --se 
tncutesOmeamepeisartO,Olla Vec——s .m lt ts Olt ri Culiarto 
determine to what time "otra vez" could refer. It 


could well be the fictive present of the novel in 
which the dying Artemio is remembering his life or 
could, perhaps, refer to another time during which he 
was thinking about these events again, but it is 
difficult to verify when it could have been. This 


point, as well as the reason for this particular 
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temporal and spacial arrangement of this chapter, are 
wineeeSeee. From our point of view, they appear to be 
unnecessary. 

Mims vices Ouecics tack (OL linear chronology in 
the events of this particular segment, however, the 
general impression left with the reader is that the 
fictive past described by the third person narrator 
is generally quite distinct from the fictive present 
narrated in the first and second persons. Past time 
is more objectively portrayed in that it reveals very 
few instances of interior time. “here there are 
attempts to give time a subjective value, the impact 
is lessened because of the intrusive presence of the 
third person narrator, who is responsible for narrat- 
ing the entire series of events relating to the past. 
It is this narrator, together with the emphasis on 
the chronological sequencing of events, which reduce 
the impression of the presentation of the past as 
MeMOny. ltels DaLticiularily Signicicant, Nowevern, 
thatthe narrative depicting the past accounts for 
approximately two-thirds of the novel, a fact which 
is, alone, an indication of the importance attached 
to the past in the novel at both the personal and the 


hastorveal levels, 


La regi6én mas transparente 


Compared to the three and a half years spanned 
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DymEneetictivespresent,, thesfictive, past in La regi6én 
mas _transparente consists of a period of approximately 
forty-four years. While the difference between these 
two times is considerably less than that evident 
between the comparable periods of time portrayed in 
Las buenas conciencias and La muerte de Artemio Cruz, 
the three novels do share some basic characteristics 
with respect to the fictive past. As in the two 
novels already discussed, past time occupies a con- 
Siderable portion of La regién mas transparente, and 
consists of the memories of the principal characters. 
Moreover, in a major portion of the past narrative, a 
third person narrator is employed. However, unlike 
Las buenas conciencias and La muerte de Artemio Cruz, 
in which, generally speaking, a single narrative 
technique is used to deal with past time, a greater 
variety of techniques for the presentation of the 
past is employed in La regién m&s transparente, rang- 
ing from the least to the most subjective. The sec- 
tions of the novel dealing with the past are inter- 
woven with the fictive present throughout the novel, 
but not in the methodical and consistent manner of La 
muerte de Artemio Cruz. Although it is perhaps not 
possible to determine a regular pattern with respect 
to narrative form or the frequency of introduction of 
passages pertaining to the fictive past, it should 


be made clear that, as in La muerte de Artemio Cruz, 
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there is some endeavour to distinguish the fictive 
past from the fictive present. This is evident above 
all, in La regién m&as transparente, in the textual 
disposition of the novel, the use of titles, and in 
the various changes in the narrative voice. Of the 
eleven sections devoted to the past, five are in Part 
iPandesitx are=in Part fl, witm none in Part Ill. “in 
effect, as a result of the relative brevity of Part I 
in relation to Part II, it has a preponderance of past 
time (generally speaking, pp. 78-157). The apparent 
irregularity of the introduction of the past into the 
Naeratrve constitutes another ditterence between La 
regién mas transparente and the other two novels. This 
must be combined with the fact that the past is not 
associated with the memory of a single character but 
with that of several. Perhaps for this reason, also, 
the methods of introducing the past and the forms used 
to narrate it are not uniform. Finally, the presence 
of a mysterious "witness" to all evocations of the 
past, in the character of Ixca Cienfuegos, also dis- 
tinguishes this novel from those discussed earlier. 
Four types of narrator are employed in La regién 
mas transparente to present the fictive past: a 
third person omniscient narrator, in narratives 
reminiscent of those referred to in the case of Las 
buenas conciencias and the third person segments of 


La muerte de Artemio Cruz; a third person narrator 
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Voces onnliLocT oncom ongeneral lyvarestrictedsin Scope to 
the perspective of a single character and who conveys 
eucormEObEMmonologue wiich may, be sreferred ito as "locu- 
ciones evocadas"; a first person narrator represented 
by a character in a dialogue with Cienfuegos; and, 
finally, a first person narrator whose thoughts are 
conveyed by means of a direct interior monologue. 
Furthermore, some segments of the past are character- 
ized by more than one of the above methods. However, 
although we have identified four different narrative 
forms, it appears that, in general terms, as is clear 
from the typographical disposition of the text, 
Fuentes himself only distinguished between two differ- 
ent categories. Both the interior monologues and the 
"locuciones evocadas" are printed in italics and, by 
this means, are distinguished from the rest of the 
Cex ts 

Of the total of eleven segments pertaining to 
the fictive past, four are third person narratives of 
the, first type identified above. That 1s to say that, 
the narrator is fully omniscient, and the narrative, 
when considered in isolation of its context, bears no 
relationship to a subjective view of time since it 
presents an exterior view of the characters and 
actions. The passages themselves contain no indica- 
tion that the entire content of the narrative is, in 


fact, the product of a character's memory. The four 
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passages in question, entitled "Gervasio Pola" (pp. 
78-90), “Los de Ovando" (pp. 91-100), "Norma 
Tarracoieiwe (Dowel 24-131) and “Feliciano Sanchez" 
(Opes /0= 384 )eall share these basic characteristics. 
All except "Norma Larragoiti" share a further funda- 
mental characteristic: they are all "second hand" 
memories. In each case, the events remembered do not 
pertain to the personal past of the character whose 
memory serves aS a point of departure for the narra- 
ELve OUmetomthat Of another ,character who is either 
dead or removed from the immediate events of the 
novel. Thus the life of Gervasio Pola is remembered 
byehisesen, Rodrigo; that of Feliciano Sanchez by 

by Federico Robles; and that of Lorenza de Ovando by 
her niece, Pimpinela. Furthermore, the three charac- 
ters, Rodrigo Pola, Pimpinela de Ovando, and Federico 
Robles, whose memories serve as the points of depar- 
ture for the reconstruction of the past of other 
characters, also figure in other passages of the novel 
in which they recall the events of their own personal 
Basu. 

Since the "memories" depicted in "Gervasio Pola", 
NpoOssde Ovando, Normal batragouc., and) belzciano 
Sanchez" are presented in a third person narrative by 
means of a technique which belies their quality as 


personal memories, Fuentes employs certain devices, 
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much as he also does in Las buenas conciencias and 
La muerte de Artemio Cruz, intended to persuade the 
reader that they are indeed memories. He insists on 
indicating that the memory of a character is involved, 
and in some cases, goes to certain lengths to empha- 
Size the point. For example, in "Gervasio Pola", the 
first memory sequence included in the novel, Ixca 
Cienfuegos is portrayed as urging Rodrigo Pola to 
remember before the story of Gervasio Pola is actually 
DequneseRodrigo vs sthoughts|™transcribed@in-italics), 
are already beginning to flow as the narrative of the 
past itself begins: 

=-=hscoge .. <y recuerda 


--Recuerdos .. . Yo soy Rodrigo Pola 
--Y mas, y m4s .. 


--i3Lo recuerdas? 


=-Mi, padresmiepadresmim padre 
GERVASIO POLA. (pp. 77 and 78) 


The story of Gervasio Pola is then narrated almost 
entirely by a third person omniscient narrator. In 
"Los de Ovando", even if it does seem somewhat 
implausible that the character in question could 
recall the: content» or the narrative, 1c aS) also 
stressed that the passage is a product of a charac- 
ter's reminiscences. In this case Pimpinela de 


Ovando remembers the life of her aunt, Lorenza: 
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Pimpinela de Ovando caminaba erguida 

y perfumada .. . cifras exactas se 
dibujaban, como en una pizarra de aire, 
dentro de su cabeza .. . Las cifras 

se borraron y se dibuj6 la imagen de 

la tia Lorenza, tefiida de afios y 
recuerdos, superpuesta a otras muchas 
imagenes. (pps-90-91) 


This passage indicates, moreover, that a "double" 
memory is involved: Pimpinela is portrayed as 
remembering her aunt who, in turn, is depicted as 
enveloped in her own memories. The section entitled 
"Feliciano Sanchez" also contains a clear indication 
that its content is remembered by Robles and that 
some degree of subjective recollection is involved: 

Federico Robles permanecia solo, antiguo 

y olvidado como la gota mas vieja del 

mar, con los ojos cerrados, inviolable 

en este filtimo apoyo de su conciencia, 

en el recuerdo definitivo que sdlo este 

dia, el del derrumbe de su poder, pudo 


(SOM NAQNSERE 5 G a g 


FELICIANO SANCHEZ (p. 379) 


This passage is immediately followed by the narration 
of events which led to Feliciano S&anchez's death. [In 
much the same way, at the beginning of the passage in 
which the past of Norma Larragoiti is described, she 
is portrayed as if in the process of remembering: 

El sol era el primer recuerdo: sol 

chato y desierto del Norte, y después 


el "solvalto, Llagado'y oscuro de 
México. Primer recuerdo y primer ser; 
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quiso ser el sol, sentir una semilla 

de astro que le calcinara el vientre 

y repiti6d, en el calor del sol, su 

nombre, una, dos, varias veces. (p. 124) 
The point that these passages depict memories of the 
past and that, as such, the flow of time has certain 
subjective connotations is further underscored at the 
end of each passage. It is indicated that although, 
in the course of a memory, an extended period of the 
past may have been recalled, little objective present 
time has elapsed. At the end of each memory, the 
reader and the character still occupy almost the same 
moment in the fictive present as they did before it 
was interrupted by the intrusion of the past. For 
example, Rodrigo Pola's memory ends with the same 


phrase with which it began, "--Mi padre, mi padre, mi 
pat cum POL cede 0 )hjeasm caanoOthning shade transpired 
in the interval, and Pimpinela de Ovando, at the 
end of her reminiscences, is described in the same 
terms as when she first began to recall the past: 
"Pimpinela, disfrazada por sus anteojos oscuros" (pp. 
90 and 100). She is still on her way to Regules' 
OL. Ce. 

The subjectivity with which Fuentes attempts to 
colour the segments of the past through these tech- 


nigues is, nevertheless, inevitably diluted by the 


fact that the narratives pertaining to the fictive 
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past do not, themselves, have subjective connota- 
tions. The reader is not allowed to discover the 
thought process of the characters, but is constantly 
kept at a distance by the presence of a third person 
omniscient narrator. In these particular cases, the 
narrator does not even narrate what passes through 
the mind of the character. Rather, the character's 
Mind is ignored while the narrator describes the 
event that took place directly and the character 
whose memory has served as a point of departure for 
the recollection of the past simply becomes another 
object in the story that is narrated. Moreover, the 
narrator, as in Las buenas conciencias and La muerte 
de Artemio Cruz, has considerably more knowledge than 
Ghefcharactens has ifactigiistparticul arlysobvi ousigin 
the case of Rodrigo and Pimpinela, whose "memories" 
could not extend as far as the period which they 
describe, and whose knowledge of the events must be 
limited to whatever they could have gathered from 
hearsay. Moreover, Rodrigo was born after his 
father's death and never learned of the past from his 
mother. Even in the case of Robles' memory in 
"Feliciano Sanchez" and Norma's in "Norma Larragoiti", 
however, it is impossible to ignore the evidence of 
the narrator's more complete knowledge. In fact, it 


appears that the one aspect that links these four 
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segments in terms of the use of the third person 
omniscient narrator is precisely the fact that the 
Characters who remember either have only partial 
knowledge of what took place, or are reluctant to 
provide a complete picture of the past. Rodrigo and 
Pimpinela have only second-hand information of the 
past; Robles and his wife Norma are the two charac- 
ters of the novel most unwilling to remember it. 

The distance created by the third person 
narrator between the reader and the subjective 
recollections indulged in by the characters is fur- 
ther magnified by the presence of Ixca Cienfuegos, a 
mysterious, ubiquitous "intruder" and "witness" to 
the reminiscences of the other characters. Although 
his presence is less intrusive in the segments under 
discussion than in the narrative segments to be dealt 
with later, it does contribute to the conversion of 
the subjective recollection into an objective narra- 
tive. Although he does not interpose himself in the 
narration of the memory, Cienfuegos acts as a "Sieve" 
or "screen", through whom everything is seen, or even 
as a "mirror" in whom everything is reflected. As 
such, he constitutes another barrier between the 
reader and the subject, the character. Cienfuegos 
has a mysterious effect on the characters, in that he 


needs only to be near them in order for the past to 
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be remembered. This is, in effect, the case of the 
characters whose memories prompt the sections 

entitled "Los de Ovando", "Norma Larragoiti" and 
"Feliciano Sanchez". Ixca does not actually encourage 
them to think or to speak of the past, but merely 
happens to be in the same general location as they 
are. He watches Pimpinela as she passes by on her way 
to Régules' office, and at one point even manages to 
exchange glances with her. In the case of Norma 
BaAcbago1 cise recollections;, lxcasisSeactually-in) her 
home, to which he had been invited for a drink by her 
husband, Federico. Similarly, in the case of Robles' 
recollection of Feliciano Sanchez, Ixca is present but 
does not urge Robles to remember. On the other hand, 
he does oblige Rodrigo to think of his dead father, an 
action which gives rise to the section entitled 
"Gervasio Pola". 

The internal objectivity of these segments of 
past time is not only a result of the presence of the 
omniscient narrator and Ixca Cienfuegos, but to a 
large degree is a consequence of the attention given 
to the objective measurement of time, both in terms 
of real events of recorded history and the chronologi- 
cal continuity in the sequence of events of the plot 
itself. As in La muerte de Artemio Cruz, the lives of 


the characters are made to coincide with national 
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historical events. "Gervasio Pola" (1913) is 
temporally situated at the height of the military 
conflict in the Mexican Revolution; "Los de Ovando", 
at the beginning of the military conflict; when Norma 
Larragoiti was five years old, the "Plan de Agua 
Priéta" (24 April, 1925) had just been announced; 
Feliciano Sanchez was a popular, anti-government 
leader in the Mexico of 1938. It can be said that 
each one of these sections represents a particular 
stage in the history of Mexico, from before the 1910 
Revolution until 1954, that is outlined in the novel 
as a whole. Thus, "Los de Ovando" represents the 
final days of the Porfiriato and the first signs of 
the Revolution, while "Gervasio Pola" and "Feliciano 
Sanchez" represent different stages of the Revolution 
itself. Gervasio Pola, Feliciano Sanchez, and the 
Ovando family, the characters referred to in the past 
narrative sequences, are not only portrayed as having 
lived at the time of certain precise historical 
events, but as actually involved in them. In other 
words, their lives are intimately associated with the 
history of Mexico. Seen in another light, it may be 
said that Fuentes chose to create figures of some 
historical interest as the principal characters of 
his novels. 


The many historical references, often 
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accompanied by dates, particularly in "Los de Ovando", 
also help to provide the chronological framework 
within which the narratives develop. In all of them, 
when seen in isolation from the fictive present and 
the rest of the text, a high degree of chronological 
continuity is established. There are generally few 
breaks in the narrative. Chronological continuity is 
Maintained through the obvious, causal sequence of 
events, and through specific information concerning 
time, such as in the following examples, which are 
taken from different narrative segments: 

Entonces les azot6d el pecho el frfo que 

anuncia el fin de la redonda medianoche 

y el principio de la madrugada. (p. 81) 

La madrugada de un domingo, antes de 
que las campanas parrogquiales comenzaran 
a tafier, Gervasio camin6d amodorrado por 


la galeria hueca de Belén. (p. 89) 


Ueyey ch (eblijew Este (ebiyeVers) Gites) cowk (olel leis 
Gem Sis) 


Cuando cumpli6 diecisiete afios y los 

tios le organizaron un baile, conocié 

amunemuchachor demilayPrepawer.:0-))- 

(p. 124) 
Moreover, in addition to the dates which refer to 
events of national historical importance and those 
attributed to each section of the text in the index of 
the novel, there are a number of dates included in the 


text itself which also serve to fix the chronology of 


the narrative: 
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UnasniOecnemdeamar Zo sense .9 130. we (Don 1S) 

Cerca de Paris, posefan casa, en Neuilly, 

y a ella se trasladaron en el otofio de 

Lo toedona Lorenzagy Sushijo. (p,..93) 

Hasta la celda de Feliciano llegaban 
los rumores de la fiesta: 15 de septiembre. 
Gey, Sey) 
With the exception of "Feliciano Sanchez", 

which is narrated completely in the third person by an 
omniscient narrator, the impression of temporal 
objectivity in the four segments we are discussing is 
lessened only by a few brief passages of direct 
interior monologue recording the thoughts of certain 
characters. In the case of "Gervasio Pola", it is 
Mainly Gervasio's thoughts that are recorded by means 
OL interior—-monologue (pp. 81-82, 83-84, 87, 88-389). 
In "Los de Ovando", snatches of conversation from the 
past flit through Lorenza's mind as she remembers 
ome 9 Gn Oe 4, 5, 6-9 0 yo) eee NDOT these 
cases, the verisimilitude of the narrative form 
employed is questionable since the entire memory 
passage attributed to Lorenza, including the interior 
monologue, is supposedly remembered, not by Lorenza, 
but by Pimpinela, and that attributed to Gervasio is 
remembered by Rodrigo. The passages of interior 
monologue in "Norma Larragoiti" pose less of a prob- 


lem in terms of their verisimilitude since the entire 
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memory segment, including the interior monologue, can 
be attributed to Norma alone. The overall effect of 
combining different narrative forms in these passages, 
however, does not result in a significant disruption 
of their internal objective chronology. It might 
even be argued that the inclusion of brief passages 

of dialogue and interior monologue in a third person 
narrative serve to heighten the impression of the 
narrator's omniscience. 

Each of the four segments we are discussing is a 
Single interruption of the fictive present in order 
tLoyinGroduce fthe past 7 eiihis together with the fact 
that the past narrative is developed, like the fictive 
present, with an eye to objective time, appears to 
lessen the effect of disruption caused by introducing 
the past. In spite of the fact that they represent 
different levels of time, the narrative in the fictive 
present and these examples of the fictive past have 
much in common. Nevertheless, there is little doubt 
that the fictive present is rendered temporally less 
objective by the presentation of interruptions of the 
past as memory. 

The recourse to dialogue as a means of presenting 
the fictive past is used relatively sparingly in La 
regi6én mas transparente and is slightly less objective 


than the passages of the fictive past we have already 
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discussed. In fact, only one complete past narrative 
segment, and parts of two others, in which different 
forms predominate, are narrated through dialogue. 

The example in which dialogue prevails throughout is 
enertled ssi bpradowlbarra” iH pps8 180-188) jeand=consists 
efeibarratsenarration offshismownspast to-Ixca 
Cienfuegos. The narrative that results from the use 
of this technique is representative of a more subjec- 
tive sense of time than those passages already dis- 
cussed in one respect only: the character himself 
narrates his own memories and the past is therefore 
coloured by his viewpoint. Unlike the passages already 
discussed, however, in "Librado Ibarra" there is no 
need to give any emphasis outside of the passage 
itself that the character is in fact in the process 
of remembering because this is repeatedly indicated 
in his own words. Since Ibarra makes constant refer- 
ence to past time, it is easily assumed that he is 
remembering. As with the third person narratives, 
his memories are induced by the presence of Ixca 
Cienfuegos, who nevertheless offers only a very 
slight counterpoint to Ibarra's monologue. Even so, 
the spoken word in dialogue is the least subjective 
level of human consciousness and, in this sense, the 
dialogue in the segment entitled "Librado Ibarra" is 
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Significant difference, of course, is that the dia- 
logue form makes it possible to involve two charac- 
ters directly. If the third person omniscient 
narrative was employed to present the past of charac- 
ters in their absence or in spite of themselves, the 
dialogue form is used for a character who does not 
hesitate to recall the past. In addition, the 
author's interest in the third person narrative was 
in the possibility of portraying the past without the 
interpretation or re-interpretation of a character. 
With a dialogue, however, the author appears to be 
more interested in discovering the point of view of a 
character. 

As in the group of passages discussed above in 
which the past is narrated by a third person, objec- 
tive time also plays an important role in the 
development of the past narrative in the form of 
dialogue. References to history provide a constant 
objective basis to the narrative: 

Los nuevos gobiernos atrafan a todos, 

a los obreros, a los campesinos, a los 
capitalistas, a los intelectuales, a 
los profesionales, jhasta Diego Rivera! 
Al revés de los cienttficos de Diaz que 
se habian organizado de arriba abajo, 
la Revoluci6n primero se atraia a todas 
lasetierzasmy1 Voom el oaks wan Deen 2) 
Esos fueron para mi los frutos de la 


Revolucién --si es que la Revolucién y 
el Jefe Maximo eran la misma cosa. (p. 184) 
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Duegousensalio de eso y me dijo que en 

el campo mexicano no habia nada que 
hacer, que eso quedaba fuera del 

mercado en virtud de las leyes agrarias, 
sobre todo ahora que iba a ser Presidente 
este Cardenas, que era un hombre de 
cuidado. (p. 184) 


Dates that are particularly relevant to Ibarra's 


personal past as well as to the history of Mexico are 


provided throughout the narrative: "Ahi me tuvo 
Us teGumasicaweL sano, Cemo4)  Dussls4); "“Paras9S6 ya no 
Havas uLenmiOsparata es \O.gelso); | A felicrano LO 


mataron un 15 de septiembre: la ley fuga" (p. 186). 
These dates, in adcition to providing a link with 
objective historical time, help to maintain the 
chronological continuity of the narrative, which is 
also consolidated by other temporal references, such 
as to the time of day, and the length of time that 
elapses between one event and another, 

Although the content of the dialogue allows an 
objective chronology of the past to be established, 
EnemLrecounting Of thewpastuin this form results ined 
narrative which is closely linked to the fictive 
present, precisely because it is in the fictive pres- 
ent that the speech of the first person narrator is 
located. As the past is recreated by this narrator, 
there is no obvious movement from the objective time 


of the developing fictive present to interior time, 
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Moreover, unlike the thought process, which may be 
depicted as occurring in a brief span of time, words 
in a dialogue need time in which to be spoken. This 
link with the fictive present is further reinforced, 
in "Librado Ibarra", by the presence of a third person 
omniscient narrator who intervenes periodically 
(OO me LCO jmeuC lt ee Coen OO mle 56) stOndescribes the 
present condition of Ibarra and Ixca Cienfuegos. The 
presentation of the past through dialogue thus pro- 
vides one of the smoothest transitions from the 
fictive present to the past, allowing the reader to 
be conscious of both spheres at once. However, in 
terms of an objective re-presentation of the past, it 
is probably the least reliable method since the focus 
of attention does not necessarily fall on what the 
character thinks, but only on what he wishes to say. 
A similar recourse to dialogue occurs, although 
to a lesser extent, in two further segments in which 
the past is otherwise predominantly presented through 
indirect interior monologues. In "Federico Robles" 
(pp. 100-118) and "Rodrigo Pola" (pp. 131-156), the 
past is presented through the interweaving of dia- 
logue and interior monologue. This technique seems 
Particularly suited to the Characters on Bederico 
Robless ands ROGrLOOMrOlG bOLIZOmwhomeakbe=reuuctant 


to be entirely open with Ixca Cienfuegos, yet who, 
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as two of the most important characters of the novel, 
provide interesting re-interpretations of the past. 
Their re-interpretations occur in the dialogue por- 
tions of the text, interspersed throughout the: 
narrative, while the interior monologues, distin- 
guished textually from the dialogue by italics and 
quotation marks, are used to convey flashbacks. In 
ecaition to providing an interesting counterpoint, 
the effect of the use of dialogue in both of these 


segments is Similar to the employment of dialogue in 


Vii pradow Loanbans wt bringss the readersback to the 
BECETVG present. in the casevor “Rodrigo Pola" and 
"Federico Robles", it also prevents the reader from 


becoming completely absorbed in the mine time created 
by the interior monologue sequences. In other words, 
it adds objectivity to the representation cf time in 

these segments. 

The two fictive past narratives mentioned above, 
"Pederico Robles" and "Rodrigo Pola", as well as two 
others, “Pimpinela de Ovando" (pp. 292-301) and 
"Mercedes Zamacona" (pp. 409-428), convey the fictive 
past through ="locuciones evocadas we by "locu— 
ciones evocadas",we refer to a form of stream of 
consciousness in which the characters whose 


thoughts are portrayed are referred to in the third 
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person. Although a third person narrator is employed, 
this technique is not to be confused with what we 
have already described as a third person narrative in 
which the narrator has complete omniscience. In such 
Passages in which the past is evoked, the know- 
ledge of the third person narrator is limited and 
does not go beyond that which the characters them- 
selves could reasonably know. Although there are 
other, fundamental differences, these characteristics 
are shared by the four past narratives we have identi- 
fied for discussion at this point. Whereas the mono- 
logues contained in "Federico Robles" and "Rodrigo 
Pola" are periodically interrupted by the fictive 
present and by the past presented in dialogue, the 
monologue contained in "Pimpinela de Ovando" is con- 
tinuous and represents a single disruption of the 
fictive present. "Mercedes Zamacona" is somewhat more 
diel Cult toeCacegOlLl Ze. me ALTNOUGh atshares the 
majority of the characteristics of “Pimpinela de 
Ovando", unlike other segments of this type, the 
monologue evoking the past is not italicized. 
However, there seems to be no real reason for this 
typographical distinction. 

Since the fictive past is presented essentially 
through a third person narrator in these four pass- 


ages, it is repeatedly indicated not only that the 


« 7 
bayolame zi 2odas ter sgeveq &ti8s & cpuontie 
dw are beendhow O€ ef Son Bt eupinioe? 

7 
onidt 6 as bedttavesli ybserts sven 


e?¢ ‘de 
ni ey ieotten oetieyg 


inne evelemes aad 2a7atted aft doitw 4 


ay Al ee tac Ss 
fy bedovs af open od Molniw ne eopeuasd ; 
el et sodet ag copra Batti sm a0 eobel 

.  dniowe gat! baoyed oy 20n #605 


it=_irgay Hippos saAvies 


7 o W 4 
1 2) Ledeomabrs] «taro . ; - 
oot at yt besette ess —_ 

ts 27 ly tou dist. Se peltesens Eh 202 Berks 
7. “58 byt" o) Kendedaoe aaopol 
rea) J ieneoetaeg. ose *stod 
65 Peso acet 4gq S43 vei Orie JassetG 
- 7 " slasrgrtg? tn S06. (8S N00 wuookanelt 
o24@s s/f olorle & wrevrergws base evountd 

o arccmee tS weabbonet" _oeseetg ov isor 7 _ 
sszeiie 3, Geomisié’ .oe pages oF sherawat A 


of ateriqgaas" 26 gol fséreeeted erit +0 ev tac 
ei 

af7 . oui? Gide Jo egnanpet artigo pattaw + “obnavy 
_ 


,boxtoileth gat at samy ee eaidove 


Pe sicat 10% — laos qa ad) oF rin oye 


ee _ i 


154 


characters are remembering, but also that, as their 
memories flit through their minds, very little time 
passes in the objective, real world around them. In 
"Federico Robles", for example, the fact that Robles 
is thinking rather than speaking and that Ixca 
Cienfuegos understands him anyway, is clearly indi- 
cated in several instances. This is particularly 

true of the following extract which precedes a passage 
given in italics, the typographical device generally 
Usecdmingenvsenove a tOmindicateuthie thoughts, orf a 


Character: ~ 


Robles no habl6. Detuvo su mirada en la 
de Ixca, y @éste en la de Federico. Robles 
se olvid6 de sus manos y su cuerpo; dej6 
caer los brazos y levant6 la espesa 
cortina de su mirada. Su mirada y la de 
Cienfuegos se fundian en una sola pupila, 
pupila de recuerdos, lfquida y punzante. 
Ixca no se permiti6 mover un mGsculo. 
Como un fidolo elocuente, con su rigidez 

i visaoama eROOLeSenOmaldOi GelLOSmlab1Os 
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After the italicized section, the narrative is resumed 
with the comment: "No pasaron dos minutos entre las 
dos miradas" (p. 115), following which Robles begins 
to speak again. The contrast between the two minutes 
of objective time which passes as Robles remembers, 
and the period of time remembered, emphasizes the 
differences between objective and subjective time. 


The scenes and snatches of conversations from the past 
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Piece COuUCheitseminaein an anstant which has Jittle 
relationship with the years of objective time during 
which those same events and conversations took place 
in the past. Similarly, at the beginning and end of 
the sequence attributed to Pimpinela's memory, and 
printed in italics, she is described as listening to 
a record, engaged in the same activity (pp. 291 and 
301), and the same words are used to begin and end 
the sequence: "La nifia Pimpinela no quiere comer" 
Geteh, Ae) Evers! sly 

GEwLomS TOndc Cantata tathesrolLenoOt mixcad 
Cienfuegos, as the instigator of thoughts of the past, 
occurs even in the context of narratives in which a 
more subjective sense of time is evident. However, 
while Cienfuegos does intervene in the dialogue which 
forms part of the segments dealing with Rodrigo Pola 
and Federico Robles, his presence is merely felt in 
the scenes depicting the more subjective thought 
sequences of Pimpinela and Mercedes. In the case of 
Pimpinela, Cienfuegos is no longer present when she 
does begin to remember. He had left the scene when 
she showed a reluctance to think of the past. In 
"Mercedes Zamacona", Cienfuegos never actually meets 
Mercedes. Her memories begin to flow when she is told 
that a man bearing Ixca's description is waiting to 


see her (p. 410). 
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The four narratives included in this group por- 
tray a more subjective level of time than the passages 
discussed initially. While none of them is based on 
a random association of ideas in the true stream of 
consciousness mode, which is, in any event, impeded 
by the third person narrator, there is considerably 
less attention to the creation of chronological con- 
tinuity or to the linking of events with real histori- 
cal time. In "Federico Robles", there is a closer 
approach to some kind of historical objectivity as a 
result of references to old newspaper headlines and 
the reproduction of an entire speech of Proitean 
Reyero which dealt with the revolutionary struggle 
(pp. 103-106). Similarly, although some chronologi- 
cal continuity is to be noted in the development of 
the narrative in "Rodrigo Pola", "Pimpinela de Ovando" 
and "Mercedes Zamacona", there are few specific 
temporal references. 

In general, the effect on the fictive present of 
the novel produced by the inclusion of these four 
narratives --"Federico Robles", "Rodrigo Pola", 
"Pimpinela de Ovando" and "Mercedes Zamacona"-- is to 
render it more subjective. However, there are some 
differences among them. As we have already indicated, 
the passages entitled "Federico Robles" and “Rodrigo 


Pola" represent an intermittent interruption of the 
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fictive present narrative. As a result, the fictive 
present narrative surrounding these two episodes is 
much more fragmented and therefore more subjective 
than in the case of "Pimpinela de Ovando" and 
"Mercedes Zamacona", with which the fictive present 
is interrupted in only a single sequence. 

The final type of presentation of the fictive 
past is the most subjective of all the interpolated 
narratives of the past. In "Rosenda" (pp. 224-237) 
and "Hortensia Chacon" (pp. 345-355), the interior 
flow of mind time is presented almost without 
interruption in direct interior monologues. However, 
even in these segments of the novel, the monologues 
are not entirely in the stream of consciousness mode. 
Instead of a narrative based only on the principle of 
random association, in the manner of the first person 
fragments of La muerte de Artemio Cruz, the narratives 
in "Rosenda" and "Hortensia Chac6én" combine the 
characteristics of a first person introspective 
narrative and some free association of ideas. 

As in other past narratives, Fuentes makes a 
POInlteOLeincdLCalLingsthat. GhemcharaccersmalecmmnoOlussopedic. 
ing, that in fact there are few formulated words. For 
example, Rosenda Pola speaks only a few words; the 


rest are “unpronounceable thoughts": 
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rxCadsalargouel!=brazOu-a).aparagtLevarlo 
a los labios transparentes de la anciana 
hecha de costras de cebolla que gemfa 
ronca y desarticulada desde el lecho de 
lat6én, dando a sus ojos una infinidad 

de expresiones a medida que las palabras 
y los pensamientos impronunciables le 
cruzaban, como una inundaci6én impetuosa, 
pom el’ cerebro .(p 283) 

Hortensia Chac6n, too, speaks very little: the 
Majority of what Ixca Cienfuegos learns from her is 
through her thoughts. After ten pages of reminis- 
cences, the reader is told: "Decidi6, con rencor, 
LOUpe GEC mOOCNOENOSOs Sil LeENC1 Om. st (Dies 55) b, 
clearly indicating that she has not been speaking up 
LOmcOISBDOINL.. Ine. tlow) Of thought.of Hortensia 
Chac6n and Rosenda Pola is interrupted only for brief 
moments when they utter a few words to Ixca 
Cienfuegos, words which connect the thoughts that 
Ixca reads in their eyes. 

The effect of these segments of purely subjec- 
UE VemuilmenoOnmtherr1Ctive present @1Seto Suspends1 tc, aco 
Gisrupeeuteine a more radical manner sthangineany 
other parts of the text in which the fictive past is 
introduced. Except for the few words uttered by 
Hortensia and Rosenda, there is no point of reference, 
no link, between the objective fictive present and 
the thought process, once the latter has begun to 
flow. 


In terms of the presentation of the past it is 
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evident that the interior monologue provides perhaps 
the least coherent and least reliable portrayal of 
past events. The narration of those events is 
completely coloured by the consciousness of the 
Character. By contrast, the use of the third person 
omniscient narrator is most reliable in terms of 
presenting an objective picture of the past. The 
other two methods, dialogue and monologues evoking 
the past, are compromises between these two extremes. 
They allow a somewhat objective view of the past 
while also permitting the point of view of the char- 
acter to be expressed. From this it may be con- 
cluded that Fuentes was interested in portraying the 
personal histories of Rosenda Pola and Hortensia 
Chac6n; that he wanted to highlight the historical 
past associated with Gervasio Pola, the Ovando family 
and Feliciano Sanchez; and that he wanted to emphasize 
a combination of the personal and historical past in 
the case of Robles, Rodrigo Pola, Pimpinela, Mercedes 
Zamacona, Norma Larragoiti and Librado Ibarra. 
Approximately one-third of the pages of La regién 
mas transparente are devoted to a recovery of past 
time mOoCEH historical andepersOnalwa iis), sine ose i, 
isan indications of the Signiticance Of the spastein 
FResnoveweanceltoseLriecurOnmLeEs@tLeMDOLalsesULuceuULe. 


As has been pointed out, recourse to the fictive past 
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generally implies some degree of subjective time. 

When this fact is considered in combination with the 
manner in which the fictive present of La regién mas 
Granspabente, asedescribed in our earlier chapter, is 
affected by other, non-objective elements, it can be 
concluded that the total time structure of the novel 


is predominantly subjective. 
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NOTES 


A.A. Mendilow, Time and the Novel (New York, 


1 2 \eAMD Pr 0-9 7. 


It should be emphasized that these references 
to the past are to a past that is, in a sense, exter- 
nal to the novel since they allude to a time that may 
be considered as being prior to the beginning of its 
fictive present. Such references should therefore be 
distinguished from those which must be associated 
more directly with the fictive present itself and are 
internal to the novel in that they allude to inci=- 
dents that have occurred earlier, but as part of its 
"present" action. Thus, in the first person narra- 
tive segments of La muerte de Artemio Cruz, refer- 
ences to events that occurred before the day of 
Artemio's death are to an external past, whereas 
those which allude to an earlier moment of the day on 
which he dies, such as the frequent repetitions dis- 
cussed in our previous chapter, refer to an internal 
past and represent a recuperation, not of the fictive 
Pasty but Of sthe fictive present. in this schapten, 
we are concerned only with those allusions which 


reter the reader to the fictive past. 


® Mendilow, p. 118. 
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4 See Percy Lubbock, "The craft of Fiction: 


Picture, Drama and Point of View", in Approaches to 
the Novel, ed. Robert Scholes (San Francisco, 1966), 


Sie. DEPT Al 


2 This method is to be distinguished from that 


in which a first person narrator is responsible for 
the narration of the entire story, most of which is 
likely his own personal past. In this case, the 
Narrative of past events constitutes another fictive 
present, subordinated to the "present" in which the 
Maseatormw £Linds himself atthe moment of narrating. 
The emphasis is not on "mind time" as such but on 
events as they occurred. The narrator in this case 
narrates the story of his past, summarizing his own 
past thoughts as well as the exterior actions of the 
characters. Such is the method employed by Proust in 


A la recherche du temps perdu. 


There is some difference between the use of the 
diva Gveine hace Moolls andaineae Lacltocatzane;s, del 
jardin de Flandes". Whereas, in "Chac Mool", the 
diary is used to recuperate only a certain period of 
the past, in "Tlactocatzine, del jardin de Flandes", 
it is the basis of the total story and, more 
imponpbancly, cons tl LULese themElClave = pLeSent Olathe 


narrative. 
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Given the formal characteristics of Las buenas 
conciencias, the narrator's precognition in this 
Parelcularecasesis not difficult to accept. After the 
first two and a half pages of the novel, the reader 
is fully aware that the outcome of the action of the 
novel belongs to a past that is already known to the 


Mclevanta ciate © jtaaee 


8 The principal difference between the two types 
of memories is the fact that while those of La muerte 
de Artemio Cruz are narratec in the third person, 
those of A la recherche du temps perdu are narrated 
in the first person. Moreover, Proust's involuntary 
memories appear to focus on the recreation of a 
sensation more than anything else; Artemio's memories 
re-create a past that is mainly conveyed through an 


objective narrative. 


: Mario Benedetti, "Carlos Fuentes: del signo 


barroco al espejismo", in Homenaje a Carlos Fuentes, 


Gd orelmy Fe Giacoman Giongelsdand, City, Lovlje peeelcoN 


ae The eleventh episode situates the young 


Artemio in the pre-revolutionary years (pp. 280-306); 
the third and seventh segments depict Artemio involved 
vigel “egts® pyeidenkqechat? Cbereblefemk=) lGeyer, Is simicie, tebekee (ECMO eee)” shee 
the second and fourth episodes Artemio is shown to be 


directly involved in the post-revolutionary land 
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reforms (pp. 30-55 and 93-116); in the fifth episode 
Artemio is a participant in the political intrigue 
that followed the Revolution (pp. 125-138); and in 
the first episode his role in the industrialization 
Otethevcountry sls pOberayedte Ineaddition to these 
direct connections with the history of Mexico, 
Artemio is also shown to be linked to the Spanish 
Civil War through his son Lorenzo (pp. 228-241). 
Finally, in the second of the second person narrative 
segments (pp. 35-36), on account of Artemio's 
indigenous ancestry, he is also related to pre- 


Columbian times. 


let ; 
Nelson Osorio, "Un aspecto de la estructura de 


La muerte de Artemio Cruz", in Homenaje a Carlos 


Fuentes, ed. Helmy F. Giacoman, pp. 125-146. 


+2 NelsonvOsorio;spp s 13.9), 9140,. L43-144., 


ae LtalacSs sare also.used to distinguish, other 


types of narrative from the rest of the text: the 
first two and a half pages of the text, which appear 
to represent the thoughts of Ixca Cienfuegos; other, 
random thoughts of characters sporadically conveyed 
in the fictive present; songs; and the vignettes con- 
tained in Part II, which we have discussed in 


Chapter I. 
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CHAPTER, LID 


THE FUSION OF PAST AND PRESENT 


The discussion undertaken in the first two 
chapters of this study indicates that a clearly dis- 
tinguishable fictive present and an equally well 
defined fictive past are the two most significant 
formal characteristics of Fuentes' early fiction. 
While the fictive present has been shown to be a major 
factor influencing the unfolding of the narrative and 
the elaboration of a basic structure upon which that 
narrative is founded, the fictive past has also been 
identified as a significant element contributing to 
the form of Fuentes' novels and short stories. It is 
nevertheless evident that, although it has been poss- 
ible to separate and describe the characteristics of 
the fictive past and the present in Fuentes' works, 
these two periods of time do not exist and are not to 
be understood independently of each other. The reader 
is not expected to regard what he has read as a 
composite of fragmented entities. On the contrary, 
although confronted in some of Fuentes' works with a 


series of texts in which the past and the present of 
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the characters are segregated, the reader must con- 
stitute what he has read into a single continuous 
narrative and must endeavour in some way to combine 
the different periods of time. Thus, having described 
the formal characteristics of the representation of 
the past and present in Fuentes' narratives, it is 

now necessary to deal with how the text is received 

by the reader. From another point of view, it may be 
Said that, having seen some of the formal characteris- 
tics evident in the creation of a sense of time in 
Fuentes' works, it is now relevant to consider cer- 
tain related aspects of content. 

In the first instance, even in the context of 
their apparent separation, it is appropriate to speak 
of a blending of past and present. In the simplest of 
terms, it may be said that the disposition of the 
content in Fuentes' narratives is intended to persuade 
the reader that past and present should not be 
segregated and that, regardless of appearances, the 
formal characteristics of his works serve to promote 
their fusion. The structure of his works and the 
mechanisms employed to shift from the present to the 
past, and vice versa, are designed to lull the reader 
into an acceptance of the fusion of the two times. 

The structure of the novels themselves therefore 


imply that past and present should be seen as one. 
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As a point of departure for a discussion of the 
fusion of the past and present in this chapter, it 
will consequently be useful to review the devices 
employed as a means of overcoming the sense of frag- 
mentation that appears to arise from the structure 
of the narrative. 

It is obvious that no real problem arises, in 
this regard, with respect to Aura or the majority of 
stories in Los dias enmascarados. With the excep- 
tion of "Chac Mool", these works contain no sustained 
narration of the fictive past. The past and present 
are not formally separated, but are part of a single, 
continuous narrative. With all of Fuentes' other 
early works, however, the need to integrate past and 
present narratives does arise, and to varying degrees. 
ti GhaceMooll score nstance, che problem 1s not a 
major one. In the first place, the true fictive pres- 
ent (the time occuvied by the storyteller's narra- 
tion), is not significant in the development of the 
story itself, thus allowing the past narrative which 
we have referred to as the recent past to assume, to 
all intents and purposes, the function of the fictive 
present. In the second place, the more remote past 
is presented in the form of a diary, which is one of 
the more easily accepted forms of narration of the 


past. A minimum of mental effort is therefore 


oo 


‘~~ 


nt 


ay Feat 


= 


ie a ab keevosia™s 12 eid ego: to #a! al 
2 it #} SneretG Pas. Jes¢c sii ied rei wey 
‘ 7 oF IvSqeq of vis aapipaRhos ee _ 
i - 
‘ nme » to aosem ¢ 28 Seyotane : 
; | - 
t on eo? esewaue 2ods nolsesnst 
_evizenien eff 20° 
’ ‘i . 44 f polvt 3s) al I 
iy t4 bisne: sinc 
a ere | wood eath vol nt aetmoss 
: yrerna ,“Loo osf- to mols 
t ei) 2 isoz18i 
: ti {ieerzot son e26 
; J av ca% 5 gLroumqLINoS .. 
3 : gy9ON +» iT yias9 
fi ul opub aavisaxtéed Jneassg 
s20682 eck. 208 . "Leo sci” 20 
' g 20149 ef) ct .«8h0 soften 
“| V Pa tre keh? amis asic) $19 a 
nt dnectitepis son of . nal 
on jeeg add patwotle wert) «22 ont yoda: 
| WM 
ory ot gaeg- Jaetes OFe ae 88 berzeay re a 
: ; te. 


yesaomiag ne. 


_ i | 


anna 


ow 


wis Bo aoctsierz? « 


od 


> 
andes 


Pry BaSIess . S40: mm peal 
oe [ay 
‘ 7, mis 


168 


necessary on the part of the reader in moving from 
one period of time to another. The abruptness of the 
shift in time is further diminished by the fact that 
the past does not appear to intrude on or interrupt 
the present. The past itself constitutes the subject 
of a single, continuous narrative sequence and is the 
principal source of the action that is unfolded, 
while all interest in the development of the present 
is temporarily suspended. 

The same conclusion may be reached with regard 
to Las buenas conciencias. In spite of the very 
radical shift from Jaime's present to a remote time 
some one hundred years before, this single shift in 
time does not create great problems for the reader. 
The introduction of the past as a function of Jaime's 
memory is easily accepted. Moreover, once Jaime 
starts to remember, the process is not interrupted by 
references to his present moment. The past is 
developed continuously until it ultimately merges 
quite naturally with Jaime's present time. Thus, in 
Las buenas conciencias, as in "Chac Mool", the 
segregation of the past and present is less affected 
by the formal characteristics of the narrative. 

On the other hand, the integration of the past 
in La regién mas transparente presents a somewhat more 


difficult task. Not only are narratives pertaining 
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to the past of the characters separated from the 
narration of the fictive present, but the problem is 
compounded by the large proportion of the total text 
devoted to the past and, also, by the fact that 
Fuentes has presented it from several points of view. 
Thus, rather than a continuous series of recollec- 
tLonsiattrrbuted lo a single character, as in Las 
buenas conciencias, in La regi6én mas transparente 
there are eleven different passages of fictive past 
acini butedgtogeightsedifferent characters in total. 
Moreover, although the past is introduced in each 
case as a function of the memory of one of the charac- 
ters, a number of different techniques, as we have 
already seen, are employed to obtain this effect. As 
a result of this situation, the demands placed on the 
reader to integrate the past and the present vary 
considerably. It is much easier for the reader to 
accept the fusion of past and present in Librado 
Ibarra's narrative of his own past (pp. 180-188), 
simply because he speaks of it as he remembers it 
from the perspective of the SNe. There is, 
therefore, no categorical change from one period 

of time to another and no absolute segregation of 
past and present. A similarly smooth blending of 
past and present is achieved in the passages attrib- 


uted to Federico Robles (pp. 100-123) and Rodrigo 
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Pola (pp. 131-157) for very much the same reasons. 
In both passages, the characters sometimes speak of 
their past as they remember it in the present, and, 
at other times, are depicted, through the use of a 
"locuci6én evocada", as if in the process of remember- 
ing. In comparison with these cases, the most 
difficult shifts to accept are those in which a radi- 
cal and sudden break from the present occurs in order 
to introduce a sustained narration of the past, such 
as in the segments entitled "Gervasio Pola" (pp. 78- 
oO) ee bOSade Ovandogs (pprnol- 100) auNormastarragoita, 
(pp. 124-131) and "Feliciano Sanchez" (pp. 379-384). 
Yet, even in these cases, because the past is always 
Shown to be a product of a character's recollections, 
the reader is invited to combine the past and the 
present rather than be persuaded to separate them 
purely as a result of the narrative form employed. 

La muerte de Artemio Cruz presents several unique 
problems with regard to the fusion of past and pre- 
sent. The past is introduced into the narrative by 
means Of “a highly artificial structure, in which (the 
narrator's perspective is conveyed through three 
different narrative persons. The fictive past, as 
presented in the third person narrative, at first 
appears to be quite unrelated to the perspective of 


the first person narrator. However, just as the 
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third person narratives pertaining to the fictive 
past in La regién m&s transparente, the reader has to 
accept the blending of the past and present through a 
number of devices, most of which are not immediately 
ey Tlentaromnim sa ineetactetiate ties Lctivempast 
segments occur in a rigorously observed sequential 
order, which also includes the segments representing 
the fictive present and the sections of the novel 
narrated in the second person, means that they cannot 
be avoided and cannot be segregated entirely. A 
certain relationship between the past and the present 
is therefore maintained as a result of their constant 
juxtaposition. At the same time, the second person 
narrative segments, in which the past, present and 
future are combined, serve to create an effective 
transition from the present, in the first person 
narrative segments, to the past, in the third person 
narrative segments. Above all, however, as in Las 
buenas conciencias and in La regién mas transparente, 
the reader is ultimately obliged to accept, at least 
to some degree, that the third person narrative and 
the past are functions of the memory of a character, 
in this case the memory of Artemio Cruz. The persist- 
ent indications to this effect, which we have already 
discussed in our previous chapter, cannot be ignored. 


Aga resulou of these devices, it could not be 


oe i 


| eis 
’ gre of pa insieg ae :iserten nagtsg mie 


1 etd , se pe2ecgeae a> eam nbiees BS al +aeq 


—— od a= 


s jnoy oa 10 enthaald eo aqeocs 


an i tw Yo ecm ,Beoiveb Jo tedwwaA 


a4 tue® at nin of Jxehive 


Soeur i ge: baoota Of9 hi OOIRTISAR 
jad 4 ‘ortaiat mie3789 


d+ .cntd aate 2fe 3 wot? Laogeduut 
"tte  cri@iipes evigertsa 

= 33 avin, bernie 1s StUs02 
Teg J is 4 wwbart: of¢% wow? mols ilaraz 
4 ¢ ~ ant og ,aaneagan evisesisna 

auc .i is evo. .etteepee evivszian = 
+ae: .t aha oocger 40 ai Uae Be coeetoRes zanend ' 
sol #& .2qeove os hep lide Gemreaiele ot yobssz and, 


- : a 7 ' 
ives aAVaserwen moeze> Evtctle Sale 219 sored omoe os 


» 


Sipappiapigas e ta ysonem edt Yo mdiaianiasiel ein : ede 
anys Se 


aie : Aa Sania 


a 


eee 


te] 2 


concluded categorically that the reader of La muerte 
de Artemio Cruz is led to separate the past from the 
present irrevocably. As in the case of the other 
works discussed, the formal characteristics of narra- 
tive structure, even when considered by themselves in 
isolation of other considerations, are not necessarily 
Gonducive seo, such@a <conclusioen: 

Notwithstanding the preceding comments, it might 
be said that, whatever the textual disposition of the 
fictive past in relation to the fictive present and 
regardless of the degree of chronological fragmenta- 
tion to which the narrative is submitted, the reader 
will always endeavour to reconstitute the events 
narrated in a novel according to the chronology of 
EheirEROCCUrTence. —rineadduLionmcoathasmnaturad,=selr— 
imposed exercise, which leads to a form of integra- 
tion of past and present, the reader is also obliged 
to undertake another exercise, imposed on him by the 
author, as a result of the fragmentation of the 
narrative. Rather than only placing events ina 
linear sequence produced by a chain of causes and 
effects, the sporadic interpolation of the past, in 
La regién mas transparente, or its methodical inter- 
ruptionsot ‘the present; in Lavmuerte. de Artemion Cruz, 
oblige the reader to compare what occurs in the 


present with certain events from the past. Thus, by 
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creating a situation in which comparisons can be more 
easily made, the formal characteristics of the text 
contribute to a particular kind of fusion between 
them. Events and people from the past cannot be 
forgotten and irrevocably consigned to the past. 

Not only do they affect the present, but they can 
recur in the present. By the same token, the 
recurrence of the past in the present suggests, as 
will be seen later, that time should not necessarily 
be understood exclusively in terms of a linear 
SEQUCNCe mDULT slOULadma sO=bDenthougntsO teas cyclical in 
nature. These ideas, reinforced in part as a result 
of the relationship between the past and the present 
achieved as a product of the textual disposition of 
Fuentes' narratives, may also be attributed to the 
nature of the content of his work and, in particular, 
to the phenomenon in contemporary Spanish American 
fiction generally known as magical realism. 

To some extent, magical realism is the con- 
sequence of a certain attitude of indifference towards 
the traditional distinctions between so-called 
"reality" and “unreality", between dream and waking, 
between fantasy, delirium or madness and the tangible, 
"everyday" world. Although few critics have attempted 
a formal definition of the phenomenon, there appears 


to be some consensus as to the implications of magical 
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realism in Spanish American literature. To a 
certain extent, this sense of magical reality is 
inherent in what Alejo Carpentier refers to as 


"lo real maravilloso": 


LO maravilloso comienza a serlo de 
manera inequivoca cuando surge de una 
inesperada alteracién de la realidad 

(el milagro), de una revelacién 
privilegiada de la realidad, de una 
iluminaci6n inhabitual o singularmente 
favorecedora de las inadvertidas 
rigquezas de la realidad, de una 
ampliaci6én de las escalas y categorfas 
de la realidad, percibidas con particular 
intensidad en virtud de una exaltaci6én 
del espfritu que lo conduce a un modo de 
estado limite. 


In comparison with this statement, Luis Leal makes 
the following observations with regards to magical 


realism: 


El realismo magico es, mas que nada, 
lina acta Cudmante slawrealidad). Mi. in 
el realismo magico el escritor se 
enfrenta a la realidad y trata de 
desentranarla, de descubrir lo que hay 
de misterioso en las cosas, en la vida, 
en las acciones humanas 

En el realismo magico los 
acontecimientos claves no tienen una 
expiucacion Logi casousacOlogi ca. sh! 
magico realista no trata de copiar (como 
lo hacen los realistas) o de vulnerar 
(como lo hacen los surrealistas) la 
realidad circundante sino de captar el 
misterio que palpita en las cosas.2 


By referring to the concept of magical realism 


we wish to draw attention to certain forms of 
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description in which objective and subjective percep- 
tions of reality are confused. In such descriptions, 
the distance between separated periods of time is 
blurred, with the result that it is no longer suffi- 
Caent to speak insterms, of) fictive past» and fictive 
present. The sense of reality that is presented 
corresponds to a total supra-reality which includes all 
thes varied jaspects of reality, as if they all existed at 
at the same time and could be understood on the same 
plane. In some of Fuentes' early works, an apprecia- 
tion of his representation of time is affected by these 
Conse deractonS wells ol setOusoyve that, rather than 
representing different periods and stages in the pro- 
gress of time, past and present coexist. The works, 

or parts of Fuentes' works, in which this phenomenon 

is most immediately evident generally include elements 
of the supernatural and several of them, paradoxically, 


ConlLainenoOssUstained snormrationsot the fictive past. 


Four of the stories of Los dfas enmascarados ("Chac 
Mool", "Tlactocatzine, del jardin de Flandes", “Letania 


de la orquidea",> and "Por boca de los dioses"), Aura 
and parts of La regién mas transparente and La muerte 
desALteMmlOLCnUzZ mal le shale athiicsQuallcy. 

In "Chac Mool", the "real" and the "unreal" are 
blended so well that, by the end of the story, the 


reader easily finds himself absorbed into the world 
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created by the story without clearly knowing whether 
it is the "real" world to which he is accustomed or 
one which is pure fantasy. At the beginning, the 
reader is introduced to the very routine, contempo- 
rary world of a_civil servant who happens to be 
interested in Mexican indigenous art. Then, he is 
gradually drawn, and without explanation, into a 
Situation that becomes progressively more fantastic. 
Filiberto, the civil servant, buys a statue of the 
Mayoanmrdl eg Od a ChlaCeMOOL sand matter taking 1t to 
his home, discovers that it gradually becomes human 
while he is subject to a number of unexplained 
incidents, such as several breakdowns in the household 
plumbing. 

Each of these incidents represents a stage in 
the gradual usurpation of Filiberto's everyday reality 
by another reality. After the first breakdown in the 
plumbing, Filiberto begins to hear unexplained noises 
at night, which he attributes to his imagination: 

"Desperté a la una: habfa escuchado un 
quejido terrible. Pensé en ladrones. 
Pura imaginaci6n. 
"Los lamentos nocturnos han seguido. 
No sé a qué atribuirlo, pero estoy 
ighenataleyYery ys (Gen, thay, 
Subsequently, he finds that the material of which the 


moss-covered Chac Mool is made is softer to the touch. 


Filiberto again refuses to accept what his senses tell 
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when he is sure that Chac Mool is becoming human, 
he experiences great difficulty in believing it: 

"No cabe duda: el Chac Mool tiene 

vello en los brazos. 

"Esto nunca me habfa sucedido. 

Tergiversé los asuntos en la oficina; 

. . . Tendré que ver a un médico, 

saber si es imaginaci6én, o delirio, o 

qué, y deshacerme de ese maldito Chac 
The disintegration of Filiberto'’s sense of stability, 
which increases at the same rate as his "reality" is 
transformed by that to which Chac Mool belongs, is 
confirmed by the fact that the reading of the diary is 
abandoned in order for the narrator to fill in some 
gaps in the account of the experiences recorded by 
Paibentor (popes candu2) ieee Moreover, Filiberto ’s 
acceptance of this other reality, prefaced by a brief 
Ciscusctonmmolm NHemsubjectmot ereali ty 1bSeliai pp. 1 o—19)% 
is much more noticeable after this point. Chac Mool's 
changes and his actions are described with what 
appears to be understanding on Filiberto's part. He 
tells in his diary how the rain god eventually takes 
complete charge of his life, ordering him to bring 
the water which he needs constantly. When Filiberto 


finally refuses and escapes to Acapulco, he drowns in 


the ocean, as if punished by the god for his 
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disobedience. 

The reader seeking to account for these incidents 
in the terms of conventional realism may believe one of 
two things at this point: either Filiberto, as a 
result, perhaps, of the monotony of his job, has 
gradually lost his mind and he has imagined the entire 
episode, or it is all to be dismissed as a fantastic 
story that has nothing to do with "reality". The end 
of the story, however, eliminates both possibilities 
of such a facile explanation. When the narrator 
(Filiberto's friend), reaches Filiberto's house, Chac 
Mool appears at the door and speaks to him. Thus, by 
Means of the narrator, who has established himself as 
perfectly reliable, what had appeared to be fantasy is 
substantiated as fact. The result is not only a blend 
of the real and unreal, but also a blend of the pre- 
sent and the past, the contemporary world of Filiberto 
and that of the atavistic past of the Mexican Indian. 
Since Chac Mool is shown to be alive in contemporary 
Mexico, the historical distance of centuries between 
the past and the present has been anihilated. 

Not only is Chac Mool alive in modern Mexico but 
so are all the Aztec gods: Tlazol, Tepoyollotl, 
Mayauel, Tezcatlipoca, Izpapalotl, Xolotl, Quetzalcoatl, 
Teccrztecatis, i heanatogeevenninas ig In "Por boca de los 


dioses", the protagonist Oliverio finds them living in 
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the basement of a modern hotel. The fact that he 
needs to take an elevator to reach the basement in 
which they are living should not be seen as an 
anachronism, but simply as part of the context of 
everyday contemporary reality in which the events of 
the story are placed. In comparison with Filiberto, 
the fusion of different realities brought about 
through Oliverio is less gradual and appears to 
presentarnesoroLtagonisrawith littlesgdicricultyein 
understanding it. In the first place, the story begins 
with a passage which does not introduce a concrete 
reality but appears to be more in the realm of the 
Supernatural. The narrator, who is not yet identified 
as Oliverio, imagines himself besieged and persecuted 
by beings from the underworld, as he awaits the 

stroke of midnight, when they are expected to appear. 
In the second place, even before Oliverio's confronta- 
Er Onewiuth eschew Old soods, Of eMexico,, Dbemisceinvolvedtin gan 
incident which can best be described as surrealist. 
inedieartagalblery , whe!) finds thatthe mouth otea por— 
brat iel times Contemporary pDalditalmGels @cDLeNcCOmLaughs 
Oliverio rips off the mouth and carries it about with 
him in a pail. It accompanies him wherever he goes, 
speaks for him, and eventually controls all his 
actions. This may be interpreted as an indication 


that Oliverio is the "mouthpiece" of contemporary 
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Mexicans, while the fact that he is eventually killed 
by the gods confirms the notion of the re-emergence 
and triumph of the past in the present. In any case, 
the incident with the mouth clearly prepares an 
appropriate setting, so that the events that follow, 
in which Oliverio meets first with Tlazol and finally 
with the gods of the Aztec Pantheon, become more 
readily acceptable. 

Although the process is less gradual and the two 
realities are less clearly distinguishable than in 
ClaceMOoOl a tit wPOL sbOGal de, JOS, d10ses, the past 
clearly takes over the present, just as the fantastic 
replaces the real. By the end of the story, the clear 
focus on contemporary life has disappeared. Oliverio, 
who had supported modern art against Don Diego's 
traditional stance and is apparently representative of 
modern Mexico, is destroyed by the gods from the past. 
The past is further evoked in the number of the hotel 
room, !5o19, ii which Oliverlowsestaying. §—Since™ the 
number coincides with the date in which Cortés entered 
Mexico, it is also symbolic of the first significant 
encounter in Mexico between European and indigenous 
American cultures, evoking both the conflicts and the 
compromises that have arisen as a consequence of the 
contact between two civilizations and their respective 


philosophies. The foundation is thereby laid for the 
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sense of opposition between the past and the present 
which pervades the entire story. The present is not 
only meshed with the indigenous past, but with the 
eventss of. thes Conquest period) of Mexican history. 

Very much the same effect is achieved in 
mtlactocatzine, del jardin de Flandes", the story of a 
man who finds himself in a house haunted by the ghost 
Of Carlota awitesotethe emperor Maximilian,»ruler of 
Mexico between 1864 and 1867. In this story also, a 
sense of the fantastic progressively predominates, as 
the protagonist and the reader are slowly drawn into 
"another reality", which both are made to accept. As 
in "Chac Mool", the situation established at the 
beginning of the story is clearly contemporary with 
modern times. The protagonist is the friend of an 
adventurous businessman, Brambila, who has bought a 
lavish old mansion in which he plans to entertain his 
North American business associates. The ambience of 
contemporary society is further reinforced by refer- 
ences to Brambila's frequent plane trips to the United 
States (p. 38), and to the practice of demolishing old 
mansions in order to replace them by businesses and 
Oc DUCES as (Dieses) SW aThis) situation, showever, 12S 5con= 
trasted almost immediately with the old world elegance 
of the house, which is described in detail. As in 


"Chac Mool", the old house also serves as the 
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appropriate setting for the development of a plot 
which contains elements of fantasy. The first hints 
of “another reality", however, are very slight and 
ScemnoOtucator mastantiing stomuthe narnator—protagonist. 
He simply attributes it to the season of the year: 

Hoy, aqui, si he vuelto a experimentar, 

con un dejo nérdico, la llegada del 

otorno. Sobre el jardin que observo 

mientras escribo, se ha desbaratado un 

Ve lOm Gigs alee Le umOrded BOLOnO 

cubre el jardin hasta las tapias, y 

casi podrfa decirse que se escuchan 

pasos, lentos, con peso de respiraci6n, 

entre las hojas caidas. (p. 41) 
Later, he begins to feel gradually overwhelmed by what 


he himself recognises as “another world": "Si ya en 


la casa rozaba la epidermis de otro mundo, en el 


jardin me pareci6é llegar a sus nervios .. . Era un 
paisaje ficticio, inventado. iEl jardin no estaba en 
México" (pp. 42-43). The protagonist is thereby 


somewhat prepared for the appearance of a figure in 
that "fictitious garden". When it does appear to him 
(Dama3) 7 phe doesenot attempe tosexplaineitjebuterather 
tries to attach himself to those things which remind 
him of his everyday existence, such as the telephone 
or the movies: "No hay teléfono en la casa, pero 
podrfa salir a la avenida, llamar a mis amigos, irme 

" 


a leROXVem. ao moun (D weds ieehee realizes; however, that a 


strange force compels him to stay in the house with 
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his gaze fixed on the garden, and he tries to 
convince himself that there is nothing unusual in 
what is happening to him: "No me voy a dsustar porque 
alquiecn=saltowla™®tapia y entro al jardin™ (p. 44). 
When the ghost appears again, the protagonist is 
forced to accept the existence in the garden of 
someone who does not appear to be real. He describes 
the figure in detail, as he watches it disappear, and 
ensures that his bedroom door is well locked. The 
next stage in his gradual acceptance of the presence 
of the ghost is precipitated by a note which he 
receives from her. From then on, the protagonist 
begins to expect the ghost, to await her appearance 
and possibly some sign from her. He is no longer 
apprehensive, but desires to speak to her. Finally, 
after receiving a*love note from her, he joins her 
in the garden. This is the final stage of his 
acceptance of the other reality. He becomes 
Maximilian, Carlota's husband. The real and the 
unreal, and the past and the present, are thereby 
fused and become one. The past has usurped the 
DoOsSEcIonr On ties presenc. 

Compared to the majority of the other stories of 
Los dias enmascarados, “El que invent6 la pdélvora" 
presents a much less literal interpretation of the 


idea of the fusion of past and present. That is to 
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say that the past does not reappear in the present in 
a form in which it may be easily identi Filed. A sym- 
bolic return to the past is effected when the 
narrator, who has sped through a dizzying series of 
changes ina relatively short period of time, reaches 
a point which appears to be the beginning of human 
DAS Conve Bonet uses LOL mi nawhi chethewdea, of rapid 
consumption is pushed to its most absurd conclusions, 
Civilization is shown stripped of all vestiges of an 
industrialized society and finally returned to a 
purer state in which nothing but man and the natural 
earth exists. It is in this sense only that the past 
and present meet. 

In all of the short stories discussed above, 
with the, exception of "Por boca de los dioses", in 
which the process is presented somewhat differently, 
amcsebingtly trealtawoula sis esitabdished at the 
beginning of the story, only to he gradually fused 
Wit ome unrealueworldaewhich aseintroduced and slowly 
accepted by the characters and the reader, There is 
little direct contrast between the two "realities", 
but rather a gradual blurring of a sense of demarca- 
tion between them, or an alteration of everyday 
reality, until a single supra-reality remains. The 
impression of contrast is minimized by the fact that 


the reader is not presented at the beginning with two 
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conflicting views, but only with one, which is com- 
patible with his own normal sense of reality. Like 
the characters, the reader is unwittingly drawn into 
a reality which he did not anticipate. 

PhisismalsOsthesprocedure! employed@in Aura. —fhe 
"real", contemporary world, which Felipe leaves on 
entering Consuelo's old mansion, is finally replaced 
by the "unreal" situation into which he is ultimately 
assrmikatedas ein sthissnovel,, moresgthan@in any sof 
Fuentes' other early novels, the past reappears in the 
present and totally absorbs it. Its reappearance is 
more substantial than the return of Artemio's past to 
haunt or to help him, or the return of Federico Robles' 
PpaSt) top distur benim ineAura,,) the pas tabsorbs =the 
present and replaces it, with the result that any 
distinction between them disappears. Yet Felipe 
becomes aware that it is the past in which he is being 
enveloped only when he reads the General's memoirs and 
finds that the widow Consuelo lives constantly in the 
past, and intends to maintain her youth by whatever 
means necessary. Felipe himself, regressing in time, 
actually becomes the General, her husband. 

It is suggested in the novel that an element of 
insanity is involved: the General mentions in his 
memoirs that his wife had appeared to be insane and 


had the habit of taking drugs to maintain her youth. 
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It is also possible to explain the whole situation as 
pure fantasy on Felipe's part: perhaps he is deliri- 
ous; the strange, damp atmosphere of the house may 
have made him ill; or he may have been drugged in the 
course of one of the old lady's experiments with the 
numerous plants in the house. But the events of the 
story are not to be "explained away" in this manner. 
hike -the=proctagonist -ofPellactocatzine, tdelsjardinide 
Flandes", which in many ways seems to be a first draft 
of Aura, Felipe Montero is gradually lured away from 
the "real" existence that he knew, into another 
"reality" in which, by the end of the story, he appears 
to participate quite willingly. 

As in "Tlactocatzine, del jardin de Flandes", 
where the erot aco is situated from the beginning 
in an ordinary, contemporary reality, Felipe is 
initially presented as living the very routine, every- 
day existence of a part-time school teacher and 
historian. However, Felipe's absorption into 
Consuelo's world is a much slower process and his 
resistance is apparently stronger than that of the 
protagon@st or “the *shortrstony. Slhis @sepramer isky, 
because the novel allows more space for development 
than the short story. Hence, much more emphasis is 
Given to descripingsule Oral routine or wrelipeys 


mundane existence before he enters the house. Le is 


ite oi _4y atelqueod eldteece pete eh on) 
oy aleqilet mm yasdast sig 
ods Yo stfoduekte qed ,epnerse emf 7es0 


~“s ilk mid ebem svsd 


\‘s 
' 
. 
i 


va »'* S<P Sin ety to eno 20° s232000 

i. ot ented ofa a? winpig avoTtaninn ) 
iy = taeatetone” edad son ets yrorva ‘ 
tyoendorg ait eAid 

7 

» «tf dAoidw ,"aobrelt a 
7 

i 

tatoo" aqitel ,s7uA to : 
34) =soneteixea “Inet” emg : 


yd \folaw &s "vs i iaas” 


7 


eseqloisise os 


i ef bs ss> ot tadaopetorg- Secs stety 
gc ite tits 7 yemeg ror \yrenibwo nA at 
antioos view ert paLrs: ns. Sedutoantg yiletsint 
Gee teafonse Llootoe 2 jr1a@ #2 206 ocosacine yeh : 
wbtetoesds ee edi ls tavewoR “nalxoveld 3 


i 2] ce 


Ske) 2areota aewole fove Wee Bitow e'ofeuens>: © 


ead to Sens ner wepresta 
"sg the ae : 


’ 


7 
BACH EY Bh 8 ir- ,wzo3 
= Py 


Hes) F) 


emphasized, for example, in the detailed presentation 
of Felipe's everyday activities, such as riding the 
bus, finding his busfare, reading the newspaper, 
smoking a Cigarette, having a cup of tea, leaving a 

tip (pp. 9-10). Moreover, even after Felipe has 
answered Consuelo's advertisement in the paper, has 
accepted the position offered, and moved into the 
house, he continues to be portrayed in the most rou- 
tine of daily activities at the same time as he is 
becoming the unwitting accomplice to Consuelo's strange 
behaviour. The detailed references to when Felipe 
smokes a Cigarette, when he eats breakfast, lunch and 
dinner, when he looks at his watch, when he dresses and 
undresses, when he sleeps, and when he wakes up consti- 
tute the basis of the action narrated in all five 
chapters of the novel. 

Although Felipe is fully aware of an atmosphere of 
antiquity and mystery from the moment he enters the 
HOUSE EL tel Ss nOteun tiie the, Sinalenoment, ofsthe last 
chapter of the novel that he capitulates and accepts 
the situation surrounding him. However, his acceptance, 
and the reader's, is not sudden, but is subject to a 
slow and sometimes almost imperceptible development. 
Although Felipe is aware of strange circumstances in 
the house and witnesses several unexplained incidents, 


he manages to maintain a certain distance from the 
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abnormalities he notices and he tries to ignore them. 
When he notices for the second time, for example, that 
there is an extra place set at the dinner table, he 
COCsRUO teas Oreonmexplandatvon, aout esimp yesh cugsed t 


off as another strange incident: 


Pero el cuarto cubierto también est4 
puesto. Lo notas de pasada; ya no te 
DreEOCUPa wo. cle precio de .tuctutura 
libertad creadora es aceptar todas las 
manias de esta anciana, puedes pagarlo 
Siler GhiseiwehesGel, MiGem Sey) 


However, in spite of himself, Felipe gradually becomes 
involved, to the extent that he begins to doubt him- 
self. Aura's beautiful green eyes have a strange 


effect on him: 


Al fin, podrds ver esos ©JjJOS de mar que 
fluyen, se hacen espuma, vuelven a la 
calma verde, vuelven a inflamarse como 
una ola: tt los ves y te repites que 
no es cierto, que son unos hermosos 
ojos verdes idénticos a todos los 
hermosos ojos verdes que has conocido. 
(Oneal) 


Not only does Felipe notice a change in himself, but 


he also tries to find an easy explanation for it: 


ueelwetan, Levantemalminaday. Lu 
vuelves a dudar de tus sentidos, 
atribuyes al vino el aturdimiento, el 
mareo que te producen esos ojos verdes. 
(Dmez oy) 


Dudas, al caer sobre la butaca, si en 
realidad has visto eso; quiz&s sdélo 
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uniste esa imagen a los maullidos 
espantosos que persisten, disminuyen, 
al cabo terminan. (p. 29) 
In spite of his efforts to remind himself of the 
routine, everyday reality which had been maintained 
through such activities as checking the time and 
attending to his basic daily needs, Felipe becomes 
more and more involved in Consuelo's mysterious way of 
life. Once he is convinced that Aura is kept in the 
house as a prisoner of Consuelo, against her will, in 
order to perpetuate the old woman's illusions of youth 
and beauty, Felipe decides to save Aura. Eventually, 
therefore, he becomes more intimately involved with 
hen Ons CheCetiant her andaiurna wOaysOLmLae=S EOLYy,, nis 
fourth day in the house, he awakes in Aura's bed and 
senses immediately that something catastrophic has 
taken place. His interpretation is that some other 
half of himself has been created through his contact 
with Aura: 
Te llevas las manos a las sienes, tratando 
de calmar tus sentidos en desarreglo: esa 
tristeza vencida te insinfia, en voz baja, 
en el recuerdo inasible de la premonicién, 
que buscas tu otra mitad, que la concepcién 
estéril de la noche pasada engendr6é tu 
propio doble. (p. 49) 
THiSeis thertinal stepeins thesoraduals absSorpti1onsoc 


Felipe's "real" world by the "unreal" one of Aura and 


Consuelo. They have, in fact, managed to re-create 
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General Llorente in Felipe. Felipe, however, is 

not yet aware of this and continues to struggle 
against the forces of the unreal. Only when he 

comes to the end of the General's memoirs does he 
realize that Consuelo is insane and has created Aura, 
and, only then, does he see himself in the portrait 
of the General. At that point, Felipe knows that 

he is lost. He has been overwhelmed by another 
reality, but has also been overwhelmed by the past. 
The past of the General and Consuelo have finally 
totally eclipsed the present of both Felipe and 
Consuelo. The young Felipe and the old Consuelo 
become the young couple that lived almost one hundred 
years before. For the reader, Aura has come to be as 
real as Consuelo and it is her image that remains, 
more than that of the "real" Felipe or the "real" 
Consuelo. Consuelo's past has thus eclipsed her 
unattractive present. 

The underlying confusion of different times and 
realities in Aura has a profound impact on the 
apparently clearcut structure of the novel. What 
appears on the surface to be a direct, objective time 
structure, in which the action is developed over a 
becLoOUrOLMeGLVe CadySy Ls COMLOAULCCCOsDy Ami Lireren. 
sense of time implied by the content of the novel. 


Time acquires more subjective than objective 
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connotations and, in effect, Felipe's discovery, at 
the end of the novel, that time by the clock has 
become invalid for him is equally true for the novel 
itself. The way in which the past completely usurps 
the position. of the present by the.end of the story 
invalidates the apparently objective structure of the 
novel and the objective perception of time. From 
this point of view, therefore, the overall time 
SELUCCUTEs,OLeAUrAa 1s even more subjective than those 
early novels of Fuentes in which the present is frag- 
mented by the interruption of the past. 

In La regién mas transparente, it is the presence 
of Ixca Cienfuegos and the widow Te6édula Moctezuma 
thatacontributes (principally sto the creation of a 
Similar atmosphere in which a distinction between the 
past and present and between the real and unreal is 
blurred. The character created in the figure of Ixca 
Cienfuegos is itself symbolic of the fusion of past 
and present, and combines not only the mythical Indian 
traditions but also the history of Mexico since the 
Conquest. His name, composed of an indigenous first 
name and a family name of Spanish origin, embodies the 
cross of two civilizations and philosophies in Mexico. 
Moreover, Ixca is the character through whose eyes 
the entire action of the novel, which integrates the 


past and the present, is seen. The three-page, 
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prefatory passage to the novel (pp. 19-21), of which 


he is the narrator, and the epilogue of sixteen pages 
(pp. 454-470) are the primary examples of the fusion 
of past and present. In the preface, referring to 
some of the most essential characteristics of man's 
existence in Mexico, Ixca invokes the mythical and 
historical joast of, they country fandjsandirectly, 
compares them with the contemporary situation. The 
final part of the preface includes a sentence of some 
twenty-three lines in which Mexico City is described 
in terms of an enumeration of all its essential 
qualities encompassing references both to its literal 
history and the symbols of its character. The epi- 
logue, consisting of a single sentence, is an endeav- 
our to capture the essence of Mexico as a whole. It 
is based on an enumeration of the heroes and anti- 
heroes of the atavistic, Aztec and Mayan past, of the 
colonial past, and of more recent history, and pre- 
sents a review of the most significant social, 
political and economic conditions that have affected 
its development. A similar endeavour to provide an 
overall view of Mexico is also to be found in the 
novel, and, on this occasion, Cienfuegos serves as 
the necessary vehicle of expression. Looking out on 
to Avenida Juarez from Robles' office, he envisages 


the current state of Mexico, represented by the people 
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he sees on the street, as a summation of its total 

ust O mys: 
Desde los vidrios azulados de la oficina 
de Federico Robles, Ixca Cienfuegos 
recorre con la mirada la extensién de la 
Avenida Juarez. Ve, sobre todo, a los 
hombres y las mjueres de todos los dfas 

- »- Y quiere desnudarlos sobre los 

dias que seflalan el recuerdo de la misma 
avenida, con otros hombres, pero con los 
mismos ojos duales, presentes en el 
Origen y en el destino, alineados o 
mezcladossen tucba.ms (0.205) 

The character of Teédula Moctezuma is also a 
synthesis of the mythical past and the present of 
Mexico. As with Ixca Cienfuegos, Tedédula's name is 
symbolic of the merging of the Spanish and Indian 
civilizations, Tedéddula being of Spanish origin and 
Moctezuma of Indian origin. She continues to prac- 
tise the sacrifices and rites of centuries past, as if 
she were indeed living at that time. Her entire way 
of life perpetuates that of the Aztecs of pre- 
Columbian times, as if no changes had taken place 
Since then. Not only is she psychologically attuned 
to the past, but she is, as it were, able to make the 
past return in the present and thus combine the two 
times: 

La viuda observ6é a Ixca con una mirada 
lejana, de incomprensi6én total. Anclada 


en un dfa y un afio que habian desaparecido 
hacfa siglos, que nada tenfan que ver con 
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el momento ineludible de ese dfa, de ese 
ano. (p. 341) 


Meee ee Od bomabGuomlos10)OS 0 sree, 
dijo con una voz que jam&as se escuch6é, 
que de haber resonado sdélo pudo hacerlo 
en un tiempo muerto y olvidado, sepultado 
en agua y cenizas y caracolas y piel de 
tambor, una voz de escamas mas que de 


palabras: --Nos acercamos a la divisi6n 
de las aguas. Ellos moriran y nosotros 
resucitaremos al alimentar. (p. 343) 


In like manner, pages 209-215 describe how Teddula, 
with the help of Cienfuegos, performs an ancient 

rite in which the skulls of her dead husband and 
Children are dug up and worshipped. Similarly, the 
death of Norma Larragoiti de Robles by fire is under- 
stood by Teéddula and Cienfuegos to be a sacrifice to 
the dead and to the gods who must be satisfied. In 
addition, other characters, such as Robles and Rodrigo 
Pola, who are considered to have betrayed their past 
are also pursued. 

Notwithstanding the presence of Ixca Cienfuegos 
and Teddula Moctezuma, and the influence that they exert 
on the events and characters described in the novel, 
the past has a role in La regi6én mas transparente 
dittercnt strom thatigivenstos tain Aunagands the 
stories of Los dias enmascarados. In La regién mas 
transparente, the past does not gradually usurp the . 
HOSdtLOneGm theapresent, wouLeLS spOncLayed jas lau lorce 


that constantly exists alongside it. The recurrence 
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of the past in the present is therefore not so much 
the result of a particular process of events as it is 
tnesproductsotea prevailing Situation. 8As a result, 
the narrative does not trace a gradual development in 
which the present is replaced by the past. What 
Occursmlsethateeach of) the characters is forced to 
recognize the existence of the past and to accept it, 
not as something which can be forgotten but as a force 
that continually lurks beneath the surface of the 
present. Moreover, the element of the supernatural is 
missing. It is evident, for example, that Teédula 
practises her mythical rites as part of her own every- 
day existence. 

To the extent that they represent neither the 
past nor the present exclusively, and in the light of 
the manner in which different times are blended in 
them, the elements of La regién m&s transparente to 
which we have referred thus far can be said to convey 
a sense of timelessness. Because of their underlying 
meaning, they cannot be categorized without reserva- 
tLionwasspart OLethe chronologicalecontinuity of the 
fictive present or the fictive past. Indeed, because 
of the implication that the past is combined with the 
present, they may be considered to be particularly 
"time-laden". They disturb the neat, chronological 


continuity of the fictive present and therefore 
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substantially affect the total impression of the 
temporal structure of the novel. The time covered by 
the work is stretched immeasurably to include a 
mythical period when time itself was measured in 
different terms. As a result, the breadth of the work 
is expanded and acquires added depth of meaning. 

A very similar effect is achieved in La muerte 
de Artemio Cruz through recourse to the second person 
narrative voice, whose function, if only because of 
its many-faceted nature, is somewhat more difficult 
to pinpoint than the usages to which we have already 
referred. In an earlier chapter, we have already 
discussed the use of the second person narrative to 
complete the description of the action of the fictive 
present, left incomplete as a result of the semi- 
conscious or unconscious state of the first person 
narrator. In this regard, the second person narrator 
represents the subconscious voice of the protagonist, 
which assumes the narrative when he loses consciousness 
or falls asleep. It may also act as his conscience or 
alter eqo, make observations, pass judgement and 
generally assume a didactic and moralizing tone. 
In another sense, however, and much in the manner of 
Ixca Cienfuegos, the second person voice represents 
and combines the past and the present, as well as 


referring to the future. As with Cienfuegos, it 
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oversees all the present and past action of the novel 
and regresses, not only through recorded history, but 
tOmtchiecmmny tis Calyratavastuc past. vllThusm1 tirefers with 
equal freedom to the moment of the conquest of Mexico, 
of which Artemio Cruz is himself a symbol (pp. 35-36), 
and to the mythical journey of universal man from his 
very beginnings to the present: 

Aprenderas a frotar dos maderos hasta 

incendiarlos porque necesitaras 

arrojar una tea a la entrada de tu 

cueva y espantar a las bestias gue no 

te distinguir&an, que no diferenciar4n 

tu carne de la carne de otras bestias 

y tendr&s que construir mil templos, 

dictaremill, leyes;eescribinr mil iibros, 

adorar mil dioses, pintar mil cuadros; 

fabricar mil m&aquinas, dominar mil 

pueblos, romper mil Atomos. (p. 207) 

The second person narrator, moreover, has the 
capability of seeing the past in the present and the 
present in the past, as well as their future implica- 
tions. He refers to the immediate future within the 
novel itself, in the sense that he generally fore- 
casts what is to be remembered by Artemio Cruz in the 
third person narrative segments that always follow the 
sections spoken by the second person narrator. He 
also refers to Artemio's imminent death. Furthermore, 
the majority of the second person narrative, whether 


referring to the past, present, or future, employs the 


future tense. This unusual narrative technique results 
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in considerable temporal confusion and in an apparent 
contradiction, particularly when past and future are 
combined as in the phrase "ayer volaras" in the 
following passage: 

S6lo quisieras recordar, recostado 

allf, en la penumbra de tu recdmara, 

lo que va a suceder: no quieres 


prever lo que ya sucedi6. En tu 
penumbra, los ojos ven hacia adelante; 


no saben adivinar el pasado. Si; 

ayer volar&as desde Hermosillo, ayer 

nueve de abril de 1959, en el vuelo 

regular de la Compania Mexicana de 

Aviaci6n que saldr&a de la capital de 

Sonora, donde hara un calor infernal. 

(peels) 
On one level, the use of the future tense need not be 
seen as particularly startling, since it does refer 
to the immediate future in the text. That is to say, 
thatescince,e1n Chesmajonultyeor CcaSesi; it reters™= to 
the past which will be repeated in Artemio Cruz's 
Miud, el cemlontebe —cthougncsoteassany acceptable; 1 i 
unusual usage. There are several instances, however, 
in which it does not refer to what follows immedi- 
atelycin. the:text. it ‘is employed’ to give-a sense of 
imminence, of impending doom, to the entire action 
described and appears to direct Artemio Cruz himself. 


This conclusion is in keeping with the function 


attributed by Fuentes to the second person voice: 


. - »- el subconsciente, especie de Virgilio 
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que lo guia por los doce cfrculos de su 

infierno y que es la otra cara de su 

espejo, la otra mitad de Artemio Cruz: 

es el "TG" que habla-en futuro. Es el 

subconsciente que se aferra a un 

porvenir que el "yo" --el viejo moribundo-- 

no alcanzar& a conocer.°? 
The use of the second person voice and the future 
tense in La muerte de Artemio Cruz is reminiscent of a 
similar usage in Auta DUE Lie tem Mss assupscantia | 
Giercerence., |Unlikes Lasmuerte de Artemio Cruz, in Aura 
the future tense never refers to the past but to the 
present, and occasionally to the future.° Fometnas 
reason, once the reader sof jAuna becomesmaccustomed Lo 
the usage, there is in fact little temporal confusion 
as a result of employment of the future tense. 

In company with La regi6én mas transparente, La 
muerte de Artemio Cruz differs substantially from the 
works previously discussed in this section of our 
Chap cetmilmethavetienUSuUnpatLOnwOLmthies presenteby the 
past is not at issue. In both novels, the past is 
portrayed as co-existing with the present. Thus, in 
La muerte de Artemio Cruz, the second person narrator 
does not view a separate present and past, one of 
which gradually replaces the other. On the contrary, 
he presents a situation in which the two coexist at 
all times. 


The time structure of La muerte de Artemio Cruz 


is complicated and enriched appreciably by this second 
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person narrative voice in which past, present and 
future are fused to a degree even greater than in La 
regi6n mas transparente, in which the effect is 
principally obtained by the presence of Ixca 
Cienfuegos. This is particularly because of the 
regularity with which the second person narrative 
voice occurs, and its constant reference to the mythi- 
cal past of Mexico and of man in general. Armand F. 
Baker, who sees it as a "Supra-consciousness", 
comments , 

Parece ser la voz de la conciencia 

colectiva del pais, o mAs aun, la 

conciencia universal de la raza 

entera, a la cual pertenecen todos 

los hombres de todos los tiempos. / 
The time span of the novel may therefore be thought of 
as occupying a great deal more than the twelve hours 
of Artemio's agony, or even the seventy-one years of 
his life. In a sense, it covers Mexican and Spanish 
recorded history up to the conquest of Mexico, and 
the existence of man since the beginning of time. 
Moreover, the regularity with which the continuity of 
the fictive present is interrupted by this supra- 
consciousness covering all time severely affects any 
absolute sense of objectivity in the measurement of 
time. In fact, it sets the whole scheme of the novel 


within a subjective time frame. 
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The recurrence of the past in the present and the 
resulting fusion of the two times, as described above, 
Clearly indicate that the past and present cannot be 
entirely segregated, and that the notion of present 
time does not entail totally abandoning the past. 
Given this situation, it also seems obvious that time, 
as represented in Fuentes' works, cannot be seen only 
in terms of its linear development. Since the past 
reappears, the present may be seen as its repetition 
as well as its continuation. In this sense, the for- 
ward movement of time, progress and change are little 
more than a constant regression to the past which 
gives the advancement of time the character of a 
cvclicalmpattern smbaslcalby ~athe notion .~of cyclical 
time also entails the meeting of past and present. It 
implies that an action finishes at a point which 
corresponds to the one where it began and, therefore, 
that in spite of the passage of time, there has been 
no real or radical change. At the same time, it 
suggests that time progresses in accordance with cer- 
tain patterns that are continually repeated, whether 
they are shorter patterns corresponding to hours, days 
or weeks, or longer ones, such as years, the span of a 
human life, or centuries. 

In our discussion of the fictive present in 


Fuentes' works, it was concluded that in spite of the 
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predominance of a linear chronology evident in the 
development in the majority of the narratives, there 
was a marked tendency to portray time in terms of a 
cyclical movement. The impression that a cyclical 
notion of time is of paramount importance to Fuentes' 
works is that much more evident when each of them is 
Sxaminedeingats entirety, mcakingmintosaccount both 
the fictive past and the fictive present and what we 
have now described as the fusion of past and present. 
It then becomes clear that all of Fuentes' early works 
possess a cyclical structure which, although occasion- 
ally less obvious in the formal sense, nonetheless 
Superimposes itself on all other structures. Such a 
structure is apparent principally as a result of three 
aspects of the texts: certain characteristics created 
aS a consequence of the disposition of the texts 
themselves; the specific representation of time as a 
cyclical phenomenon and the description of human 
actions within that context; and certain characteris- 
cEcsuore the, thematic: content jomethe works). 

By textual disposition, we refer to the way in 
which portions of the narrative may be ordered in 
such a manner as to oblige the reader to see a 
cyclical form represented in the work. In some 
instances it may be that the reader is made to relate 


the beginning and the end of the work and thus to see 
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the narrative as a whole as transcribing a completed 
circle. In other instances, certain structures within 
the narrative itself oblige the reader to think in 
Cormnseonechovcyiclical connotations, of. time. 

La regién mas transparente provides one of the 
most obvious examples of a disposition which affects 
the entire text by bringing its beginning and end 
together. As we have previously indicated, the novel 
begins and ends with similar kinds of passages which 
do not belong to the sequential chronology of either 
the fictive past or the fictive present, but which 
emphasize the cyclical aspects of life in general. 
These passages indicate Ixca Cienfuegos' ability to 
see the reflection of Mexico's past in its present and 
to understand the significance of the meeting of the 
past and the present. In both passages, also, a cer- 
tain sense of fatalism is expressed, implicit in the 
idea of a cyclical return. Thus the phrases repeated 
at the end of both passages not only reflect this 
fatalism but, because of their repetition, also serve 
to consolidate the link between the beginning and the 
end of the novel: "Aqui nos tocd. Qué le vamos a 
hacer. En la regi6én m&s transparente del aire". (pp. 
21 and 470). The repetition of these phrases, together 
with the fact that both passages contain the same 


basic theme, indicates that, in spite of the 449 pages 
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of text between them, and in spite of the progression 
of time in the fictive present, we have not advanced 
beyond the point of departure of the novel when we 
reach its final pages. The entire narrative is 
therefore enclosed in a circle, represented by the 
prologue and the epilogue, which entail no movement in 
time. 

The structure underlying Las buenas conciencias 
is also cyclical. In fact, the link between the 
beginning and the end of the text is even more obvious 
Ee we eam Geg1 Ole lldomenanspalenbeymotn Coit ds 
brought about by the repetition of an entire paragraph 
describing Jaime's actions: 

Camin6d de regreso a la casa de los 

antepasados. Habia salido la luna, 

y Guanajuato le devolvia un reflejo 

violento desde las cfpulas y las 

rejas y los empedrados. La mansién 

de cantera de la familia Ceballos 

abria su gran zaguan verde para 

GeclLolte ad) Ualme. at\ DD — lOmanierE 0 — 

I) 
If Jaime is seen performing exactly the same actions 
at the end of the novel as at the beginning, it is 
even more evident that time has not progressed, at 
least not in the fictive present. Unlike La regién 
més transparente, the link between the beginning and 


end in Las buenas conciencias serves precisely to 


indicate that there has been no movement in time in 
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the fictive present. A circle is created through the 
connection between the beginning and the end of the 
Lextpeand by thestact ethatethesstory is told by tak-— 
ing its end as a point of departure and by gradually 
returning to the same point through a recuperation of 
the past. 

A similar structure is evident in "Chac Mool", 
in which the story begins not at the end but near the 
end, and then consists in a recuperation of the past. 
That is to say, that Filiberto's death is mentioned 
at the very beginning of the text and that his story 
is then narrated only to return to the point where 
he leaves for Acapulco and subsequently dies. The 
fact that Filiberto's death itself is not the end of 
the story as such means that, in fact, an absolute 
circle is not created through the textual disposition 
of the narrative. The general effect, however, is 
very Similar to that experienced in Las buenas 
conciencias because it does involve the major portion 
of the narrative. 

In addition to these broad structures affecting 
the form of the entire text, there are other, internal 
structures in Fuentes' works which create a sense of 
cyclical time. In La muerte de Artemio Cruz, for 
example, a cyclical structure is evident in the con- 


stantly recurring pattern of the narrative constructed 
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Onpamenladneor Narrative vorces, the first, second and 
third persons singular. A cyclical sense of time, 
moreover, is evident in the sequence of each triad, 
in that each narrative voice represents a specific 
time, the present, future and past respectively. Each 
triad is therefore a composite of two integrated 
cycles, deriving from the different times and narra- 
ELVERVOLCeS), sands1S 911 sCUIN, DarteOL anlarger cycle 
made up of the succession of triads that constitutes 
the novel as a whole. Although less evenly than in 
La muerte de Artemio Cruz, a similar effect is created 
Pie coeued LONE Ismesanovacen te mo smcmmecllt sore ne 
changes from one time period to another, in a relative- 
ivechyvthimiecalsmanner, l[hesimpressio0n OL a cyclical 
movement is further obtained in La regi6én mas 
Chalspanen temp ya tiesrnytnmlcalecesectmalbi sings fom) the 
depiction of simultaneous actions in Part I and the 
Legulareintelpolatlon OLl@thesVionectces, OLebarnc ii. 

In some of Fuentes' early works, a cyclical sense 
of time is also conveyed through textual repetition. 
Already discussed with reference to the passages 
occurring at the beginning and end of La regién mas 
transparente and of Las buenas conciencias, repetition 
is also an important characteristic of La muerte de 
Artemio Cruz. In the first person narrative segments 


in particular, but also in the second person segments 
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and, to some extent, throughout the novel as a whole, 
the constant repetition of phrases, snatches of con- 
versation and the actions of characters, does much to 
emphasize the cyclical nature of the novel. As noted 
above, in Chapter I, in spite of some indications of 
progress in the fictive present, the actions described 
in the first person narratives are continually 
repeated. The repetition generally appears to be a 
result of the thought processes of Artemio Cruz, to 
the extent that in the segments corresponding to the 
first person narrative voice it is often difficult to 
determine which actions are in fact repeated and which 
are merely undergoing repetition in the character's 
mind. Whatever the situation, however, the reader 

has the feeling of continually finding himself 
returned to a point which he thought he had long 
passed. Thus, as a result of the constant repetition, 
the narrative appears to progress in accordance with 

a series of cyclical movements. 

A sense of cyclical time is also produced in 
Fuentes' early works as a result of the way in which 
time itself is described and used to create a con- 
text in which the actions of characters are placed. 

In some instances, an entire narrative unfolds in the 
context of A particular period of time that reflects 


@ cycle of human history. Such is the case of the 
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last story of Los dias enmascarados, "El que inventé 
la pélvora", for example, in which man is depicted as 
returning to his beginnings on earth, After passing 
through a series of stages indicative of the develop- 
ment of society, the narrator is depicted as having 
regressed to the very point of man's origin: 

Estoy sentado en una playa que antes 

--Si recuerdo algo de geograffa-- no 

bafiaba mar alguno. No hay mas muebles 

en el universo que dos estrellas, las 

olas y arena. He tomado unas ramas 

secas; las froto, durante mucho tiempo 

ee al wala DO rLMeramCid SO. cms 

(Dp O=97)) 

In comparison with this short story, Las buenas 
conciencias presents a series of events that por- 
trays a cycle of approximately one hundred years of 
history, encompassing four shorter cycles, each 
representing one of the four generations of Jaime 
Ceballos' family that have lived in Guanajuato. The 
content of La regi6én mas transparente has similar 
cvcliucaleconnotations. Although =the majority of jits 
narrative is devoted to the detailed portrayal of a 
single generation represented principally by Federico 
Robles, two more generations are also depicted. In 
the sections dealing with the past, the lives of 
the predecessors of several characters are sketched, 
if only briefly in some cases. This is precisely the 


case of the forebears of Rodrigo Pola and Pimpinela 
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de Ovando. Moreover, Part III of the novel contains 
the emergence of a new generation, represented by 
Jaime Ceballos and by Betina Régules, the daughter of 
Roberto Régules. Unlike Las buenas conciencias and 
La regién mas transparente, La muerte de Artemio Cruz 
is only concerned with the life cycle of a single man. 
Pernapsmtne most sobvioussaindicator of this (cycle is 
the fact that the two most significant events in 
Artemio's life, his birth and his death, are narrated 
at the same point, at the end of the novel. That is 
to say, Artemio's life cycle, narrated in the course 
of the novel, is completed at its end: he rediscovers 
his origin and meets his final destiny at the same 
PoOun.b 

In addition to the use of an entire narrative - 
to depict complete cycles of time, there is also a 
marked tendency in Fuentes' early works to describe the 
progress of time in terms of shorter natural cycles 
and to place the actions of the characters within this 
context. In Las buenas conciencias, for example, the 
adolescence of Jaime is presented as part of the cycle 
OtmbisSegrowLl Lromayouthetoemanhood mandethe natrla= 
tive is based on cyclical landmarks, such as his 
birthdayvspethe eliturgicalecalliendarrand™= ne seasons OL 
the year. His birthdays are, on occasions, mentioned 


at the beginning and end of a chapter, so that the 
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chapter itself is representative of a yearly cycle. 
Such is the case of Chapters V and VI, in which 
Jaime's fifteenth and sixteenth years are described. 
In this novel, too, there is a general tendency to 
begin chapters with a reference to the morning and 
to end them with a reference to the end of the day. 
Ghapeersmv iV el eel Xeandex, =tOmminstance.) Raverthis 
characteristic. 

inmiact,s the 24-hour cycle, 10m a significant 
fraction of it, is exploited as the basis of a number 
of Fuentes' early narratives. In two of the stories 
of Los dias enmascarados, "Chac Mool" and "Por boca de 
los dioses", the action described in the narrative is 
placed in the context of a single day. In the case of 
"Chac Mool", the period of time in question is an 
approximately 24-hour period, pertaining to the narra- 
tive of the recent past. Within this period, which 
embraces the narrator's journey between Acapulco and 
Mexico City, is interpolated a further cycle of events, 
namely that corresponding to the more remote past 
represented by the events involving Filiberto. In 
this regard, La muerte de Artemio Cruz has certain 
Similarities with sCGhac Mool Se Thestictive present 
of the novel covers a period of approximately twelve 
hours, beginning in the morning and ending at night. 


Even though an entire 24-hour cycle is not encompassed, 
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the emphasis on movement from the morning to the 
nionteconveyssa sense of completion of a cycle. 
Moreover, the sequence of events helonging to the 
ELCtiVvespDLresent,, mOVing f£rome~morning to night, “from 
Ect Oman, mcOntal ns itiemmarration Or agit te cycle? 
from the birth to the death of Artemio Cruz. Such a 
procedure is reflected in the form of the narrative 
also, in that the narration of Artemio's life in the 
second and third person sections of the novel is 
placed within the framework of the first person 
sections, in which his hours of death are detailed. 
MimcuLn pene span Ob mmis., lo fe-time wise placed within 
the broader cycles of history, in that it is repre-— 
sentative of the pre-revolutionary and revolutionary 
periods in Mexico. Thus the content of La muerte de 
Artemio Cruz presents us with a series of carefully 
integrated cycles of varying dimensions and meaning, 
PoeaccdintLone tO themnarratnves which untold 
entirely within the context of the passage of a day 
OrepartsGre a day, there are others ian which the daily 
cycle is emphasized as a means of conveying the notion 
of the passage of time. In La regi6én m&as transparente, 
as we have already indicated, some attention is given 
to portraying the occurrence of events in the terms 
of a series of cycles. This procedure forms the 


basis of the passage of time conveyed in Part I and 
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Unemuch) Of ePart®lniirot the novel, sand “lends'a cyclical 
Pattern tomthe narrative” as ta whole. “It indicates 
the author's interest in conveying a notion of time 
measured according to the repetition of its basic 
cycles.=@ slouS;uins Pants bi,e theltreaders wills find more 
references’ to the day of the week, to the sunrise or 
sunsets tomche: morning? onsthe nigh, than™to- the date 
or specific hour of the day, in order to draw more 
attention to the recording of time according to the 
most significant moments of its cyclical progress. 
This type of construction of a narrative on the 
basis ,or, cy.clacaletime™ is more deve loped? in®Aura® than 
in any other part of Fuentes' early fiction, although 
it must be noted that the rudiments of such a tech- 
nigue already appeared in "Tlactocatzine, del jardin 
de Flandes", in which an indication of the passage of 
time is related to the use of a diary as a source of 
the narrative. In Aura, the five chapters, which 
loosely correspond to the five days that elapse during 
Eiemsitony,,eprevidewa basis) fore cine cyclicale@repre- 
sentation of time. In each case, the events recorded 
begin in the morning of a new day and end in the 
evening. Felipe is thereby shown to be completing a 
daily cycle, renewed each day, completed each night. 
From Chapters II to V, the daily cycle is synchronized 


Wheletnhemdiviston otmthne=texteinto chapters. “Chapters 
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23 
I and II are somewhat different, but only because 
Chapter I describes the beginning and end of the 
first day, and the beginning of a second, while 
Chapter II details the events of the second day, 
which is not ended till the first paragraph of 
Chapcen lit. thus, althougn a strict schronological 
order is preserved, the narrative is fragmented into 
a series of repetitive cycles in which the morning 
and the night (as the beginning and the end) are 
emphasized. One of the best examples of this routine 
repetition is the continued reference to mealtimes 
and other daily activities attended to by Felipe. 
Attention is therefore diverted from the linear, 
chronological development of the narrative to the 
routine repetition of actions, which has the effect 
of emphasizing the cyclical movement of time. 

The final form in which a sense of cyclical time 
is evident in Fuentes' early works pertains more to 
their content than to their structure, although it 
does have some impact on the general structure of the 
narratives and cannot really be separated from 
structural concerns. “That issto say ,~that certain 
aspects of the thematic content of Fuentes” fiction 
develop the notion that everything may be seen in 
cyclical terms, such as in the cycles of life, POLI 


cal or generational cycles, which oblige the reader 
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to see time itself as cyclical and lead to the con- 
clusion that human history always repeats itself 
according to certain fundamental patterns. 

The cycles of life and society traced in Fuentes' 
fiction, whether through a complete life-span in the 
case of Artemio Cruz, the adolescence of Jaime 
Ceballos, ,orn Just, Significant, episodes inj-the lives 
of some of the characters of La regidén mas 
transparente, are consistently presented as if they 
were compounded of incidents that do little more than 
repeat what has gone before in another form. The idea 
that social progress in reality consists of a constant 
renewal of the same familiar patterns, without any 
radical change having taken place in the social order, 
Boeclearin sexpressed bya Pampine lo ede, Ovandowin la 
region mas transparente: 

Recuerdo que mi abuelita decia que 
igual que la aristocracia porfiriana 
vio con horror la entrada a México de 
loss VidllLas y Los @Zapatos, ella y las 
viejas familias vieron entrar a Diaz 
y a los suyos el siglo pasado. Entonces 
las gentes decentes eran lerdistas. 
Aunque también ellos se habfian hecho 
ricos con los bienes del clero. 
(Dame Oo 15.0) 
It is precisely the same idea that the life of Artemio 
Cruz is intended to illustrate. As Gamaliel Bernal 


points out, the rise of Artemio Cruz in the aftermath 


Ot thewkevolution is not indicative of change, but of 
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the cyclical repetition of the same order: 


Artemio Cruz. Asi se llamaba, entonces, 
el nuevo mundo surgido de la guerra civil; 
asf se llamaban quienes llegaban a 
sustituirlo. Desventurado pais... 
desventurado pais qua a cada generaci6én 
tiene que destruir a los antiguos 
poseedores y sustituirlos por nuevos 

amos, tan rapaces y ambiciosos como los 
anteriores. (p. 50) 


Indeed, the course of political life in Mexico is 
portrayed as a continuing series of such periodic 
readjustments intended to preserve the status quo. 
The fifth segment of the third person narrative in 
La muerte de Artemio Cruz, for instance (pp. 125- 
138), deals with the recurring situation of Mexican 
politics, whereby, with each presidential election, 
the upper and middle classes must adjust their alle- 
giances and opinions in order to preserve their social 
and economic position. The same point is made, with 
equal eloquence, in Las buenas conciencias: 
3No debian los Ceballos su fortuna y 
posicién a la buena voluntad de los 
gobernadores Mufioz Ledo y Antillén? iNo 
habian incrementado una y afirmado otra, 
merced a la del general Diaz? Por qué, 
ahora, habfian de enajenarse la del 
general Calles? O la del general Cardenas, 
Cuando demostr6 que no seria un pelele. O, 
por fin, la del general Avila Camacho, 
durante cuya presidencia Jorge Balcarcel 
se permiti6d el lujo de sincronizar sus 


creencias privadas con sus declaraciones 
puplicas. 9(p-usc) 
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One of the fundamental themes of both La regién 
mas transparente and Las buenas conciencias is the 
idea that the same pattern of behaviour and the same 
social structures are preserved from generation to 
generation. As we have already indicated in an 
earlier context, after the downfall and elimination 
Ciesevero mene Lssoteatheroldcregeneration ingla 
regi6én mas transparente, the social structure remains 
intact and is perpetuated by members of the younger 
generation, whose ascendancy is confirmed in Part III 
of the novel. Thus, the process which had been 
portrayed in Part I and Part II is begun again. Jaime 
Ceballos, in Las buenas conciencias, is but another 
reflection of the same process. In spite of himself, 
he will live according to the patterns long since 
established by his ancestors. He cannot break the 
cycle, but only continue Lt by repeating the past. 
For him, as for the other characters portrayed in 
Fuentes' early fiction, the past and the present 
appear to be virtually synonymous, bound together by 
the recurrence of events in the course of a seemingly 


never-ending cycle. 
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NOTES 


Alejo Carpentier, "De lo real maravilloso 
americano", in Tientos y diferencias (Montevideo, 
Te ele eel SealtLClemfursi appearedweas part 
of the prologue of Carpentier's El reino de este 


mundo in 1949, 


2 ; : : 
Luis Leal, "El realismo m&gico en la literatura 
hispanoamericana", Cuadernos Americanos, No. 4, 


CEU) O-AaCGOSLO,e 96 /)t DD ee 252-253 and 2345 


: Although very similar to the other stories in 
its representation of a sense of magical realism, 
"Letania de orquidea" does not present a fusion of the 
past and present. In fact 1t is one of the few works 
of Fuentes' early fiction in which the past in any 


form is almost entirely absent. 


For identification of these mythological 
figures, see C.A. Burland, The Gods of Mexico (New York, 


USNS TO) © 


S Emmanuel Carballo, "Conversaci6én con Carlos 


Fuentes", "La Cultura en México", ntm. 14, Suplemento 


de Siempre (23 mayo, 1962), p. vi. 


© on the first page, for example, "TG releeras", 


in contrast to the present tense employed to describe 
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the entire action of the first two pages, refers to an 


immediate future. 


i Armand F. Baker, "El tiempo en la novela 


hispanoamericana", Unpublished Doctoral Dissertation 


(University +O lowa sel Oue, ED. 6350). 
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CHAPTER IV 
TIME AS THEME AND ITS IMPLICATIONS 


BO Reo RUC LURE 


The most significant elements of time and 
structure in Fuentes' early fiction have been found 
EORDeRE ROMO lowing: = magmultiplacityveot time lines 
representing the fictive present and different levels 
of the fictive past; extreme fragmentation and 
chronological distocationsofl the narrative, resulting 
both from the interweaving of the many time lines and 
from the use of different narrative voices; de- 
emphasis of the fictive present as a result of devot- 
ing the majority of the narrative to the fictive past; 
emphasis on a subjective sense of time developed in 
Conguncti On with an sob Jectivesnarrationsolsevents,. as 
is evident from the recourse to mind time in memory 
sequences and interior monologues; a blurring of the 
conventional distinction between past, present and 
EVEULCe aid mw cinally,— thes 1Mposi Clone Onan cy.cia cal 
pattern over the linear pattern that is implied by 
the narration of events in the context of an objective 


time frame. Although soundly developed and coherently 
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incorporated into the narrative, these elements are 
not merely the product of gratuitous technical 
experimentation, but are intrinsically related to, and 
largely a function of, the thematic content of the 
novels and short stories. That is to say, that beyond 
the purely formal elements of Fuentes' works, the sub- 
stance of his narratives is itself an appreciable 
factor that must be taken into account in evaluating 
his approach to questions associated with time. Thus, 
in this chapter, we shall examine the major ideas on 
time expressed in Fuentes' early fiction in order to 
establish how they are related and have influenced the 
timeystructurelLofLphisiworkeduring@that part ofshis 
literary career with which we are concerned. 

Although there is little that could be described 
as a metaphysical debate on the abstract nature of 
time or the historical development of time as a con- 
cept, many aspects of time are dealt with in the four 
novels and five short stories discussed in this study. 
In general, however, time is treated in a rather 
pragmaticaway, in terms ofm@uts#ertectsPongman; ow he 
understands it, how it forms part of his existence, 
and how, hesdeals with it. Such preoccupations are 
placed within the particular context Oe MEx1 Con Binean 
attempt to arrive at an understanding of its past and 


its present, and, to some extent, to predict its 
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PV oe Oe Cilom leCita OL at hose igenera ll concerns, | we 
Shall discuss the avhachwall thematic aspects of time 
under the following three headings: the inevitable 
Rast acest invaandemy,th, which from our point of view, 
provide us with categories appropriate to cover the 


CEearerep arteOlsnucntes treatment of they subject, 


The Inevitable Past 

The past in Fuentes! fiction has been justly 
referred to as "inescapable", + for in reading Fuentes 
it is truly impossible to avoid an encounter with the 
past in one form or another. The reader discovers it 
in various guises: in the environments of antiquity 
described in some parts of the works; in the refer- 
ence to traditions and history; in the recourse to the 
myths anc legends of the Aztecs and Mayas; and in the 
RawGabvon.Oc athe personal wand ancestral pastvort the 
PiG@muonalecwartaccers: aby othe ysame token, the (past is 
7UuS teas .unavoldable for these characters as it is for 
Fuentes' readers, since they must inevitably confront 
it and deal with it at some point in their lives. 

The reader of Fuentes' early fiction soon becomes 
accustomed to the environments of antiquity created as 
a means of providing a descriptive context conducive 
to the evocation of the past. Fuentes' purpose is to 


create an atmosphere in which an encounter with the 
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past appears inevitable, not only for the reader, but 
also for the characters situated in these contexts. 

In some instances, an environment conducive to a 
particular, and perhaps momentary, evocation of the 
past is described as required in the course of a 
narrative. In others, however, it is evident that 

the reader is intended to place an entire narrative 

in such a context. La regi6n mas transparente, for 
example, provides one of the clearest uses of the 
description of an all-encompassing environment from 
which the past will emerge. In the two and a half 
page preface to the novel, Ixca Cienfuegos's invoca- 
EROnwOLetciesiistoricalwand mytnicalspast of Mexico, 
pronounced as he surveys the present condition of 
Mexico City, is evidently intended to set the tone for 
the entire narrative that follows. The reader is thus 
prepared for the subsequent narrative in which the 
personal, ancestral, historical and legendary past'ane 
re-presented. By the same token, because Cienfuegos' 
monologue focuses on the city of Mexico, the reader is 
also prepared to accept that the city will not only be 
the scenario, but will, in a sense, constitute the 
central "character" of the novel. The reader is 
reminded of both these factors at the end of the novel, 
in the 16-page epilogue (pp. 454-470), which is also 
attributed to Cienfuegos ("la voz de Ixca Cienfuegos", 


Pue4>4),) even itshe is not the narrator. In this 


Le as 
~ it) a 
’ 1 4 . aR -« of Cafivene 25h 9q55 ses 
by * 7 
4 
r > e2stsereto es Ao? oets 
i 4 +e | * - a 
—_“" sme “7 i ree Ls 7 -acm6e ant aoe ni 7 
B&B OY #@V¥ ? , . ; 
set , agedied bas «(vel eosT eg , 
rv 1 s*) at, tn 4 3IS6Cc 
Sate «| Wai oC F evlgatisn 
SML 2 <eheeal ofa 
t ; Hoo "OUG 444 
: : j 2¢ Si : 
. 4 
& 4 i] A ’ rt +. 
‘ ; 
‘ * ’ ¥ a < é 7 pir TW 
s-aT9% [LG 
ein 6c . pee § 
' Sh Hho tg 
- 3 ft ixoM 
) ) 4 : 
, 3 , dytseteen eItsae sno : 
7 
¢ -) Srpeectre! ste 20? [eTKoStgG : 
ip (FOO BLW of sx 2e30r 6 _fenoeieg 
yy d = 
ess Ofo vc “93 .S82gtqrs2 
t2ou%p 2 Mos ” 7 7 
[3 iNE wis ot && teavoct sovotenan _ 
a) Seine t os ovis fn 


acl ae ioe ILivw ytin of J6ne sgoeoe ot Sovaqetg otis 


/ ee oe apne o me na dud beer orld 7 


BS _ 
_ any, 2 
_ ; 7 


aia oe . , ohare ean ae we _ a 


— 


223 
passage, Mexico's past is evoked in its entirety, from 
its recent past, represented by the content of the 
novel itself, to the more remote mythical past. The 
content of the novel is thus framed within two texts 
whose major function seems to be to place the narra- 
tive of a present time in the total context of the 
pas. 

Topless OUChAaSECOnCLencias, ausimiilar kindof 
environment is also created by enclosing the content 
of the novel between two passages evocative of the 
past. The italicized pages at the start of the novel 
(pp. 9-10) not only portray Jaime Ceballos as he 
begins to recall the past, but also indicate that his 
memory will reach far beyond his own time to a more 
remote past: 

Ahora Jaime Ceballos repetia su nombre en 
voz baja. Ceballos. ¢éPor qué se llamaba 
asi? tQuiénes, y para qué, se habian 
llamado asi antes que 61? Eran esos 
fantasmas amarillos, encorsetados, rigidos, 
que su padre habia colgado en las paredes 
de la alcoba antes de morir. Los Ceballos 
de Guanajuato. Gente decente. Buenos 
catOlicos. Caballeros. No eran 
fantasmas. Los traia metidos adentro, de 
buena o mala gana. A los trece anos, 
jugaba todavia en la vieja carroza sin 
ruedas que la familia conservaba en la 
caballeriza empolvada. Pero no... 
primero debia recordarlos tal come se 
reflejaban desde las paredes de su padre, 
en los daguerrotipos destenidos. (p. 9) 


As an indication that the atmosphere created in this 


introductory passage pervades the entire novel, its 
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final paragraph is repeated at the end: 


Camin6 de regreso a la casa de los 
antepasados. Habfa salido la luna, 
y Guanajuato le devolvia un reflejo 
violento desde las cfpulas y las 
rejas y los empedrados. La mansi6én 
de cantera de la familia Ceballos 
abrfia su gran zagu&n verde para 
EFeCibinea Jaime. "(ops 9-10 7and 
190-191) 
The preliminary italicized passage also intro- 
duces a second important element in the creation of an 
environment evocative of the past: the description 


of Jaime's ancestral home: 
La casa, hameda y sombria. Casa de 
puertas y ventanas que la muerte, el 
Olvido o la simple falta de 
acontecimientos iban cerrando, una a 
una. La casa de los escasos momentos 
de su adolescencia. El hogar donde 
Guiso sere cristianow balcasagy La 
Famaislcy, ae ano) 
Although begun in the introductory pages, and there- 
fore established as a significant element of Jaime's 
environment, this description is elaborated much 
further in Chapter I, which is devoted almost 
entirely to describing the house. The old dark man- 
sion, heavily laden with dust, with its cellar full of 
cobwebs and old trunks of bric-d-brac collected from 
past generations, sets the scene for a story about 


people who live in, and are completely controlled by 


the past: 
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Es lenta la vida de la casa, y hay algo 
ruinoso, mas que en las viejas paredes, 
mas que en las vigas hGmedas, en el aire 
que durante las noches descansa y 
acumula el polvo entre los pliegues de 
las cortinas. Esta es la casa de los 
GOutINay eC Sime Oeste) 


Not only is the whole of Chapter I devoted to its 
description, but the house is also referred to with 
considerable frequency in subsequent chapters, 
NOtaoly COND aGes: 4.5, ) 55 sO HO. Ceo Opec 600-99 ,, 136, 
0 ieee eo Lobes OOo lh rOnghout mates nOV.els, sts 
large lugubrious rooms play an important role in 
Jaime's personal story. The house itself, and its 
contents, are a constant reminder of the kind of 
existence led not only by the characters portrayed in 
the novel, but by the inhabitants of Guanajuato in 
general, Thus Asunci6én, Jorge Balcarcel and Rodolfo 
Ceballos have continued to regulate their lives 
according conan, Old clock whichehad, been sbrough Galo 
Guanajuato from Madrid one hundred years before, when 
the first Ceballos arrived in Mexico; 
A todas las recamaras llega el martilleo 
lejano deli gran reloj. de mlarsala -sauno, 
Gos, tres, hasta doce rumores metalicos 
que, cada cual, enisuy Camayesrepzocuce 
mentalmente en una danza de crinolinas y 
pelucas blancas: las doce figuras de 
porcelana que al sonar las horas abren 
las puertas «de Glacasyehacen) la ronda ‘del 
viejo reloj, traido desde Madrid por el 
fundador Higinio Ceballos, lLos 


habitantes saben que, en seguida, los 
campanarios nocturnos de Guanajuato 
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reproducirdn el aviso de la medianoche. 

El reloj de la casa, desde los tiempos 

de don Higinio, se adelanta tres 

MUBUtos (po. 1960-97) 
It makes little difference that, at this point in the 
novel, Jaime is out of step with the rest of the 
household and that his time is measured by more 
naturalmclocks: 

S6lo Jaime Ceballos piensa, al mismo 

tiempo, en el cuadrante de sol, 

velado por la luna, que marca un 

tiempo distinto en un rinc6n del patio 

himedo. (p. 97) 
He is nonetheless surrounded by the past in every 
sense, not only in the house and its contents, but by 
the members of his family who live in the past, ina 
sleepy provincial town where people continue to think 
as they have done for generations because nothing new 
takes place. In such an environment, Jaime cannot 
avoid reflecting on the past, nor can he help being 
eventually assimilated by it. The phrase with which 
the introductory passage is ended and which also 
closes the novel itself refers to the ancestral home 
and isesymbolic of that final assimilation and 
surrender on Jaime's part: "La mansid6n de cantera 
de la familia Ceballos abria su gran zagu&n verde para 
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andectatiose withethem good consciences", @ Ilt'not 

only represents the ancestral past, but also the 
historical past, since it has been the scene of many 
historical events: "Esta es la gran casa de cantera, 
habitada hasta el dia de hoy por la familia. La 
historia de Guanajuato ha patinado sus muros de piedra 
rOSaum(Deeol) ee As amsymbollofethe= past, andha 
representation of the stifling existence of the provin- 
cial city of Guanajuato, the house has a suffocating 
effect on life. 

In Las buenas conciencias, the old house is part 
of a total, all-encompassing environment, created 
primarily through the introductory and final para- 
graphs of the novel. The textual disposition of the 
novel itself therefore contributes to persuading the 
reader to think in terms of the past and, conse- 
quently, to accept the core of the narrative itself as 
a story placed exclusively in the context of the past. 
In three of Fuentes' other works, the description of 
an old house alone provides the fundamental context in 
which the narratives are placed. In "Chac Mool", for 
example, the house in which the reincarnation of the 
ancient Mayan god takes place is described by 
Filiberto as “este caser6n grande, lfigubre en su 
arquitectura porfiriana, herencia y recuerdo de mis 
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appropriate setting for the reappearance of the past. 
Moreover, Filiberto's comment about the house as a 
legacy may be seen as ambiguous, indicating, as the 
story reveals, that the house not only evokes his 
personal past, but in a more general sense, also that 
of his legendary ancestors, the Aztec and Mayan gods. 
ingest Vactocatzine,sdel sjardin de rlandes”, the house 
whose garden and rooms are haunted by the ghost of 
Carlota, is described as "esa vieja mansién del Puente 
de Alvarado, suntuosa pero inservible, construida en 
tiempos de la Intervenci6n Francesa" (p. 37), andis a 
most suitable environment for the appearance of the 
ghost of the Emperor Maximilian's wife. The protagon- 
ist and narrator is himself so attracted to and 
overwhelmed by the Second Empire house that he takes 
the time to describe it in considerable detail, refer- 
ign isgie® Vere) the, icy eve) WalicyMehavel ioke CheentonbolhaleG 
La mansi6én es en verdad hermosa, por mas 
que la fachada se encargue de negarlo, 
con su exceso de capiteles j6nicos y 
cariatides del Segundo Imperio. El sal6n, 
COonsVvista a) laucalle sa lucesun piso oloroso 
y brillante, y las paredes, apenas manchadas 
por los rectangulos espectrales donde antes 
colgaban los cuadros, son de un azul tibio, 
anclado en lo antiguo, ajeno a lo puramente 
yehteyg Weis SE) 

As in "Chac Mool", the atmosphere created by the old 


house, rooted in the past, provides an appropriate 


setting for the unfolding of an action in which the 
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past is relived. The narrator, and the reader, find 
themselves in an environment in which it is impossible 
to avoid an encounter with the past. In the context 
of the story, therefore, the old building becomes a 
symbol of the survival of the past in the present. 
the description of an old house in Aura is the 
most important device employed to create atmosphere. 
It not only provides the scenario in which the 
recuperation of the past is depicted, but also conveys 
a sense of antiquity, mystery and unreality. In this 
instance, the house is described from both the exte- 
mlUOGranGmcniew interior. ele areageme Seto) qatar sun ti | 
he went there himself, Felipe believed it to be 
located on a street on which there were no residents. 
my Seaveke aL eieh Aieler rete! alach qelgle) (eikel selchelimislict “eke keieley enigmt? 
and has not changed with the times in spite of the 
aC tmtiatecdllmcne Ola spalaces Orethissnarticu lar 
district have now been converted into shops: 
alli nada cambia. Las sinfonolas no 
perturban, las luces de mercurio no 
iluminan, las baratijas expuestas no 
adornan ese segundo rostro de los edificios. 
Unidad de tezontle, los nichos con sus 
santos truncos coronados de palomas, la 
piedra labrada de barroco mexicano, los 
balcones de celosia, las troneras y los 
canales de lamina, las gAargolas de 


arenisca. Las ventanas ensombrecidas por 
Vargas -cortinas veLoosasS. « a eu(o.x, lL) 


Inside, the house is dark and damp: 
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- »« « intentas penetrar la oscuridad de 

ese callej6én techado --patio, porque 

puedes oler el musgo, la humedad de las 

plantas, las raices podridas, el perfume 

adormecedor y espeso--. Buscas en vano 

MnawLuzequesterguie. 1p. L2) 

. . . tG sientes un frio hGmedo. Todos 

los muros del sal6n est4n recubiertos de 

una madera oscura, labrada al estilo 

g6tico, con ojivas y rosetones calados. 

(oem 2) 
Moreover, the house in which the young historian 
Felipe Montero has been given the task of completing 
the memoirs of General Llorente is itself evocative 
of many memories. Thus, as in the two stories of Los 
dias enmascarados discussed above, the atmosphere of 
antiquity which is created, in which the evocation of 
the past is inevitable, is appropriate to the theme 
treated. Felipe, like the reader, is enveloped by 
thiswenvironment. Lt noteonly provides aypoint of 
departure for the development of the narrative, but 
creates the essential context in which the past 
becomes animate, takes on life in the person of Aura, 
and draws Felipe into it. It therefore contributes to 
one of the points that Fuentes seems to emphasize in 
this novel, that the past is as alive as the present, 
andeits ab. Leto =usurp ei tse position’. 

In other works by Fuentes, contexts evocative of 


the past are also based on the description of some 


type of dwelling. Although they appear somewhat more 
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sporadically, they are no less effective than those 
instances already discussed. In "Por boca de los 
dioses", for example, the ancient gods of Mexico 
appear in the basement of a hotel. Although the 
hotel is modern, the fact that the gods are under- 
ground, in the underworld, so to speak, makes it a 
Suitable location for their abode. Moreover, just as 
the Spaniards built their cities on the ruins of 
former civilizations, so it may be understood that 
the past lurks beneath the surface of the present. 
Leese somappropriate uthat stheanumber of Oliverio™s 
room is 1519, a fact which evokes the date of Cortés' 
arrival in Mexico, for although the past is shown to 
coexist with the present, unlike the situation in 
some of the works previously discussed, it is not 

in) harmonyeawith it. SeinesyPor. boca, dealos, dioses”, the 
environment created is not only evocative of the past, 
but also indicative of conflict between the past and 
the present. The story itself begins with an argument 
between the youthful Oliverio and an old man, Don 
Diego, in which Don Diego takes the side of tradi- 
tional painters and Oliverio that of the modern 
artists. The conflict ends with the death of Don 
Diego at the hands of Oliverio, which appears to 
indicate a victory for the present, until Oliverio is 


later killed by Tlazol, the goddess of luxury, which 
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SYMbOlwzesmemvyictoryetor thes past. 


In La regi6én mas transparente and La muerte de 


Artemio Cruz there are further examples of the crea- 
tion of an environment so permeated by the past that 
the characters inhabiting it cannot avoid a confronta- 
tion with it. Such is the case of Lorenza de Ovando 
in La regi6n mas transparente. Although the old 
family mansion is gradually being converted to modern 
commercial establishments, she continues to surround 
herself with as many of the remnants of the former 


glory of her family as she possibly can: 


Y la casa de Hamburgo se fue 
PRaccLonando-map™i mero ec Meaqardin, 
para que construyeran unos libaneses 
sus apartamientos; luego la 
caballeriza, para unos abarrotes; por 
Gltamo, ela Gachaderde Wa casa,ealos 
salones, la planta baja, para una 
tienda de modas. Cuatro piezas es 
todo lo que les quedaba .. . Dona 
Lorenza no quiso desprenderse de los 
muebles; amontonados en las recamaras, 
junto con las macetas de porcelana y 
vidrio y las mecedoras de mimbre, el 
olor guardado en los armarios de 
nogal, los pequenos cortesanos de 
porcelana con sus pelucas blancas, los 
camafeos y las cajas de misica, las 
escenas bucélicas, la compresién 
tullida de su grandeza. Ya el sol no 
les llegaba . .. Pero en la recamara 
persistia el viejo mundo. Alli todo se 
conservaba, el pasado, y el futuro. 
(ore G/.) 


Since they constantly remind her of the past, these 


remnants of a more glorious age nourish Lorenza's 
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nostalgia and, in a way, given that the present holds 
nothing for her, are the sole reason for her continued 
existence. Mmonessi Vesminuthe pasts, @inathis particular 
eprsode, enti tledslosmdesOvando"yeasewell as an that 
entitled "Pimpinela de Ovando" (pp. 289-301), and to 

a lesser extent in "Mercedes Zamacona" (p. 409-428), 
the past is seen as lost forever, never to be 
regained. For this reason, these segments of the 
novel are pervaded by a sense of nostalgia for a lost 
paradise. 

A similar sense of nostalgia is experienced by 
Artemio Cruz when he recalls the large country estate 
formerly owned by his paternal ancestors. Although the 
house was in fact approaching complete dilapidation by 
the time Artemio was old enough to be aware of it, the 
image of the old house near which he was born remains 
with him throughout his life and has a great influence 
on it. Unlike Lorenza de Ovando, however, Artemio is 
able to recreate the past by constructing a replica 
of the Veracruz mansion in Coyoacdn and by surrounding 
himself with all the objects he had known, if only at 
a distance, in his youth: 

. . pens6é en el detalle con que habia 
cuidado la construcci6n y las comodidades 
dewestay suuverdadera casas...) = EL 
prefiri6 encontrar estos viejos muros, con 


sus dos siglos de cantera y tezontle, que 
de una manera misteriosa lo acercaban a 
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episodios del pasado, a una imagen 

de la tierra que no querfa perder 

del todo. Si, se daba cuenta de que 
habia en todo ello una sustituci6n, 

un pase de magia. Y sin embargo las 
maderas, la piedra, las rejas, las 
molduras, las mesas de refectorio, la 
ebanisterfa, los peinazos y entrepanos, 
la labor de torno de las sillas 
conspiraban para devolverle realmente, 
con un ligerisimo perfume de nostalgia, 
escenas, aires, sensaciones tactiles de 
Tapp UvVentud.es (pp. aici! 53) 


To the aging Artemio Cruz, the house represents a 
permanence which he would like to experience in his 
own life. It is as if, by surrounding himself with 
old things, his own life could be prolonged. - In 
this case, therefore, the past is indicative of 
permanence and endurance. But the old house is also 
symbolic of something else equally important to 
Artemio. It represents a standard of excellence and 
a quality of elegance to which he aspires throughout 
his life. To some extent, Artemio's desire for an 
ariscocratic way, Ot lites satisficdsatsa relatively 
early age when he takes possession of the estate of 
Gamaliel Bernal (pp. 36-55), whose old mansion exudes 
a similar atmosphere of an aristocratic past: 

Al abrirse la puerta, 61 record6 el 

largo chorizo de salas que se sucedian 

desde el zagu4an principal de la vieja 

casa poblana hasta la biblioteca, 


abriéndose, pieza tras pieza, sobre el 
patio de esmaltes y azulejos. (p. 39) 
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Given the description of such environments, 
completely permeated by the past in one way or 
another, it is not surprising that the characters 
themselves dwell on the past to a great extent. Many 
of them not only recuperate their own personal past, 
DUtwalSOnthateotetheir ancestors. = Indeed, one ot 
the most obvious characteristics of Fuentes' early 
fiction is his tendency to describe the. past of his 
Characters in considerable detail. In the majority 
of cases, the main characters are introduced in a 
"present" situation which undergoes relatively little 
chronological development. The story of their lives 
is told through a series of flashbacks interpolated 
into the narrative of the fictive present. It is 
therefore not their present or future that are of 
Principal signicicance, but their =past. 

In contrast with three of Fuentes' early novels, 
"Chac Mool" is the only story of Los dias enmascarados 
in which the personal or family past of a character 
plays a significant role. In the very first line of 
the story ("Hace poco tiempo, Filiberto muri6 ahogado 
en Acapulco" p. 7), the reader is made aware that the 
central character has died, and that in all likeli- 
hood the story will deal with the circumstances that 
led to his death. As has already been stated, the 


story, through a narrative dealing with his past, 
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detailed in his diary and related by his friend who 
is the narrator, does indeed show what led to 
Filiberto's death. As we have also indicated 
previously, the fictive present is insignificant. 
The narrative of the past accounts for more than 
ninety-nine per cent of the text, in which evidence 
of a fictive present is implied more than made the 
subject of narration. The past is thus shown to be of 
utmost importance in the story. It almost effaces 
the present completely and acquires the essential 
Significance of explaining the present. This 
characteristic, which is equally evident in some of 
Fuentes' other early works, is further emphasized in 
"“Chac Mool" as a result of the particular technique 
employed in portraying the past. The relationship 
between the remote and the more recent past, as 
outlined above in Chapter II, and that between the 
recent past and the fictive present is basically the 
same. That is to say that, while the present may be 
explained in terms of the recent past, the recent 
past itself is to be explained through a knowledge of 
the more remote past. The nature of this structure 
is such that it leads us progressively to the still 
more distant past of the time of the Mayan god Chac 
Mool)ewhichiis thelultimatersource of the events 


narrated in the story. 
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Although the fictive present is developed more in 
La_regidén mas transparente tChansin@aChaceMoolteeathe 
present lives of the characters are nonetheless por- 
trayed as a product of a personal and family past, 
which is the subject of the narrative in approximately 
one-third of the novel. The present situation of 
the characters is introduced and then explained 
through flashbacks. As already indicated in Chapter 
II, the personal and ancestral past of several 
characters is recuperated in eleven significant 
episodes of the novel. Yet, perhaps because of the 
number of characters involved, the past acquires a 
different significance, depending on the character 
whose past history is recuperated. For Pimpinela, 
Rosenda Pola, Lorenza de Ovando and Mercedes Zamacona, 
it represents a lost paradise which they are quite 
willing to remember nostalgically and try to recreate. 
For Federico Robles, Norma Larragoiti and Rodrigo 
Pola, on the other hand, the past is best forgotten. 
Dheyeconsader git to be dead and) to ihaveslittie 
relatwonshilp to itheilz presentvonsLuture asin spite 105 
their belief, however, at some point in their lives 
they are made to confront and reconcile themselves to 
the past from which they thought they had escaped. 

It is in this sense too that the past is inevitable, 


and that it acquires certain connotations of futurity. 
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What is learned from their predicament is the idea 
that in the future of every man lies an unavoidable 
confrontation with the past. Such a confrontation 
not only permits the character to reevaluate the 
past, but is also a likely source of influence 

on his conduct in the present and the future. The 
inevitability of this confrontation essentially 
appears to arise from the persistence of the past 
alongside a present which is its direct consequence. 
The past is therefore not synonymous with transience. 
As an integral part of the present, which it defines 
and explains, it has the qualities of permanence and 
will occasionally emerge as a force to be contended 
with that temporarily effaces the significance of 

the present itself. This idea, which seems to form 
the basis of the meaning of time both in La regidén 
mas transparente and in Fuentes’ early works an 
general, accounts for many of the narrative tech- 
niques he employs. It accounts for the fragmentation 
of the narrative and for the relative emphasis placed 
Onuthewpast.. Ltalso explains ethe; alstemnation of the 
fictive past and tthe, fictivespresentwand gives guise 
to the multiple time lines evident in the novel as 
the principal means of portraying the coexistence of 
different times. The significant presence of a 


subjective sense of time, arising from the fact that 
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Fuentes attributes parts of the narrative to the 
memory of the character is, moreover, both a means 
of integrating the fictive past into the fictive 
present and a method of demonstrating the inevitabil- 
ity of the past, since the characters are unable to 
avoid their own recollections. Finally, the idea of 
the inevitability of the past is also a product, as 
seen in our Chapter III, of the cyclical nature 
attributed to time itself, whereby the past is 
destined to recur. 

In La muerte de Artemio Cruz, in the second 
and third person narrative segments, more than two- 
thirds of the novel is devoted to the personal and 
ancestral past of Artemio Cruz. Since’ Artemio ‘Cruz 
is but a few hours away from his death, his future is 
closed. Thus, he is representative of the situation 
of a dying man whose entire life flashes before him 
at the moment of death. For this reason, the novel 
Muditwequalivewelb be entitled@ the@tlitegoreaArtremic 
Cruz". Unlike the characters of La regi6én mas 
transparente, however, Artemio Cruz seeks to 
recapture his past in the hope of finding some kind 
of redemption in it and because, at the moment of 
death, the little hope he has for a future can only be 
found in a recollection of the past. The review of 


the past that is presented in the novel is, therefore, 
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a means of giving the dying man an opportunity to 


reevaluate his life. Although he may have some 
feelings of nostalgia about some moments of his past, 
particularly those spent with Lunero and Regina, and 
although he seeks refuge in the past as an escape from 
the hopelessness of the present, he is also obliged to 
reflect on moments that he would prefer to forget but 
WOECheLeturn LO haunt heme wihiisesteuattone@rs , ean 
itself, sufficient to convey the notion of inevita- 
bility with respect to a confrontation with the past. 
Even on his deathbed, Artemio cannot escape it. On 
the contrary, his death is portrayed as an inevitable 
encounter with all that he has hitherto represented. 
Moreover, just as in La regién m&as transparente, the 
techniques employed contribute directly to the 
development of these ideas of time. The constant 
reappearance of the past in the present is formally 
demonstrated by the twelve third person narrative 
segments, devoted to the past, which regularly 
interrupt the narration of the fictive present. By 
the same token, the cyclical structure of the novel, 
to which we have already referred in our previous 
chapter, contributes equally to the idea of an 
inevitable meeting between the past and the present. 
In contrast with the works discussed thus far, 


the past of the characters portrayed in Aura is not 
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described in detail and does not have the same kind 
of effect on the fictive present. Nevertheless, in 

a more indirect manner, the past is shown to have 

just as great a significance in the story as a whole. 
The past of the widow Consuelo, in particular, is 

the source of the creation of the imaginary Aura, and 
is therefore the basis of the entire story narrated 
Tnethemnovel*= Asvinecertain episodes) of = both La 
muerte de Artemio Cruz and La regi6én mas transparente, 
the past is seen as a paradise, for which a particular 
nostalgia is felt. Unlike the situation for the 
characters of those two novels, however, that paradise 
is not lost to Consuelo Llorente. In Aura, the past 
re-lives and reappears in the present in the same 
sense that it does in "Tlactocatzine, del jardin de 
Biandecsuemaln, DOLIeWwOLrkS, sthe= paSt=1s=pOortcrayearas 
aesuLviving paste Ltsesuncvivaleshouldybe distin- 
guished from that discussed in relation to the other 
novels and short stories, however, in that it is 
titerally reincarnated in“the formvof a” spirit, in 

the re-creation of Consuelo's youth, in the person of 
Aura, and in the ghost of the Empress Carlota, in 
"Tlactocatzine, del jardin de Flandes". In many 
respects it is similar to the reincarnation of Chac 
Mool and, as previously demonstrated, is in part the 


product of Fuentes" recourse to the techniques of 


- oe 


. 


3 ‘ _ 7 
: = : 
bait ster sda aved SON @80n a8 Tisteb nb hedbroaeh a 


orrerrayy Si _2Aaaety ovi3oi2 avis no goats ic ’ 


, 2ose 24 
suad.od otode whip fee Sh) <a soesibal stom s : 
sion ‘& <pititapla 4 *6e%9 25 seut 
. vi wae wadiw add 30 088q sit 
a an ste 4n aekeeege edd ic entuoe sit 
i4 2e afeed es atroletens 2t 
id tte; «Ll eA .ioven en at 
_ sot hon suid obmeae A oh eae 
Jo ent. .2efietiet, OO ieee a2 teeq of9 
; ee 9 sis) e) aivlazeoa 7 
veugd <i . pee weods To eroJsonisse ; 
aE f sree efecane> of ge0l Jos zi : 
MB ; 3 itgongeo: fits eavid-ee 
tak ,ehasdenttoet =” aaé peck, 2 sen3 $2858 
23-8 Ajod .&- ."sebralt a 
_ 
- ach BEBE ee eet .teeg paislvaee 0 


b, eed od alsa we Beeewow kh JeGt gost Bedeteg ; 
saa roc sup | ohyede deere bre elevor 
ni .ftueeé’ ea 3o tere! etd ae Saventeonies viiszeset . _ 
ao soeued end 02, -diery eo 'nigwenee Ae agisaers-2% SHY — 
wp canntaen mmoxens odd dp ena Aad G2 Don «REE 
hs, 2 : ) 2 or eee. 


> j 


i Fi intels ahem S ¢ has ioe 
Ta pen ee 


242 
Magical realism muinethisesense, therefore, just as 
in the cyclical unfolding of events assumed by the 
narrative in order to convey the sensation of a 
meeting between the past and the present, the intro- 
duction of the past is equally the result of the 
thematic implications of the novel itself. 

As demonstrated in our Chapter II, Las buenas 
conciencias is devoted almost entirely to recuperating 
the past and, as such, has much in common with "Chac 
Mool". The story of Jaime Ceballos is related through 
an extended flashback that spans one hundred years of 
ancestral and personal history and shows how the 
present is determined and to be explained by the past. 
The introductory paragraphs of the novel clearly 
indicate that Jaime will fail in his efforts to escape 
the bourgeois society into which he was born. He will 
never amount to anything but one of those "good 
consciences" and hypocrites, such as his uncle 
Balcarcel, the "beatas" and the priests. From this 
point of view, the purpose of the preliminary 
paragraphs is precisely to indicate the inevitable 


result or end of the story: 


Se iban, ssobre: todo, elas palabras que 


ahora resonaban sin sentido. "Porque 
no he venido yo a llamar a los justos, 
sino a los pecadores." Cafan con sus 


sfilabas rotas en un pozo de indiferencia 
y tranquilidad. Se sentia tranquilo. 
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Tenia que sentirse trangquilo .. . Los 

Ceballos de Guanajuato. Gente decente. 

Buenos. cat6licos. Caballeros. No eran 

fantasmas. Los trafa metidos adentro, 

de buena o mala gana. (p. 9) 
These words establish that, from the outset, Jaime's 
Spate of religious fervor and social idealism is 
insincere, as hypocritical as the conduct of those in 
huisesocral class wiuthewhom he found fault.) In) fact, 
it is because he belongs to a particular social class 
that he is incapable of genuine sentiment and action. 
The pattern he is to follow as an adult has been 
predetermined and his rebellion is false. Fuentes 
himself appears to have had this intention in mind 
when portraying the protagonist of his novel, for, in 
a conversation with Luis Harss, he states that Jaime's 
final act of renunciation is his only sincere and 
honest ones The same idea is implied in Jaime's own 
contession. to his Indian friend, Lorenzo: 

"No he tenido el valor. No he podido 

ser lo que querfa. No he podido ser 

un cristiano. No puedo quedarme solo 

con mi fracaso; no lo aguantarfia; 

tengo que apoyarme en algo. No tengo 

mas apoyo que esto: mis tfios, la vida 

que me prepararon, la vida que heredé 

de todos mis antepasados. Me someto 

al orden, para no caer en la 

desesperaci6én. (p. 190) 


The past is thus an important socio-economic 


factor in determining Jaime's lifestyle. Were it 
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Otherwise, it would have been difficult to justify 

SO Many pages in a short novel devoted to outlining 
the history of the protagonist's ancestors and the 
social environment in which he was raised. As Agustin 
Velalicm.OscsmDOlmMUusS OUL sliCerESmOnt ys ONspage. 5.1L, Ot <a 
novel of 191 pages, that the account of Jaime Ceballos' 
own life really begins. * Such an arrangement in the 
content of the novel is essential, however, when it is 
considered in the light of the author's purpose. 
Jaime's re-discovery of the past not only gives him an 
Opportunity to reevaluate it, but allows him to make 
some major decisions about how he will conduct himself 
in the future. His recourse to the past, however, 
provides him, in the person of his ancestors, with the 
role models he will emulate in the future. In many 
respects, Jaime's predicament is unavoidable. He 
cannot help being extremely conscious of the past 
because he is totally immersed in it, as it is 
represented by the house in which he lives, the city 
of Guanajuato itself, and the surviving members of 

his family, whose lives are particularly portrayed as 
a prolongation of the past.) “invorcer to understand 
Jaime's present and his#iutune,, thereLore, an 
understanding of the past is essential, and it is for 
this reason that the present is almost completely 


effaced by the past in the narrative. Thus the 
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narrative techniques used by Fuentes with respect to 
the portrayal of time are at the service of the 
thematic content of the novel. 

In the majority of Fuentes' early works, it is 
often evident that the events surrounding individual 
characters are intended to represent a situation that 
tSeamnehectioneoGethe nation tasiwaiwhole yeelorsome 
considerable extent, it is for this reason that the 
history of Mexico appears as part of the narrative. 
In fact, a large proportion of what appears as the 


past in Fuentes' early works may be considered as 


historical document presented as fiction. In Fuentes' 
first three novels --La regi6n mAs transparente, Las 


buenas conciencias, and La muerte de Artemio Cruz-—- 
the narrative is frequently associated with historical 
data related to the salient periods of Mexican 
history. Although other periods, such as the Conquest 
and the regime of Porfirio Diaz, and some elements of 
WODLOdsnistory,) mostwnotably thegspaniush 1 vieiamasare 
Leferred sto7 tit 1s sthemRevo butionvof 21910 sandavts 
consequences ‘that constitute the focus of Fuentes’ 
Piterest yl nahi story seaNOtmomly 15 hevprincipally 
concerned with the progress of society in the 
post-revolutionary period, but the characters on 

whom he concentrates are generally members of the 


new post-revolutionary bourgeoisie whose origins 
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can be traced to some stage of the Revolution itself, 
Uyeerreet, sUtausmonraccount on this taspect of fuentes’ 
focus on history that the three novels in question 
have been referred to by some critics as "la otra 
novela de la Revolucién Mee deanat ie 

La regi6én mas transparente is limited to Mexican 
history. In addition to the general debate on the 
past, present and future of Mexico, which recurs 
ase aesOutwOorcewlelina motity especi fic moments! of history 
are dwelt upon and integrated as part of the fiction. 
Major characters such as Gervasio Pola, Federico 
Robles, manGvuLonacOulLbarGran ares portrayed aS part. OL 
Ehe tneevtary Struggle s(pp. vc—-90, 100—119) "or of the 
post-revolutionary conflict (pp. 180-188, 379-3284). 
In other sections, such as those entitled "Los de 
Ovando", "Rosenda" and "Pimpinela de Ovando" (pp. 
91-100, 224-237, 289-301), the general historical 
Situation between 1910 and 1951 serves as a back- 
ground for the narration of events, while some spe- 
cific historical incidents are mentioned as pertinent 
to several of the personal stories related (pp. 91, 
2NGHe fue) pee lo po LOreexamp le), 

in Fuentes! “early "fiction, objective history ws 
shown to be intrinsically related to the individuals 
whose lives are narrated. In each case, their lives 


are fully integrated into history itself, with the 
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result that they become a clear reflection of the 
course of the history of the nation. The life 
Ofercderico, hooves, tor example, his birth, his 

rise to success, his corruption and downfall, reflects 
the pattern and coincides with the pertinent dates of 
political history from the Revolution to the time at 
which the fictive present of the novel is set. 
Clearly, then, history in La regién mas transparente 
is not simply a matter of the objective recording of 
events, but is a combination of documented fact set 
in the context of the personal experiences attributed 
to the fictional characters. Indeed, the importance 
of these personal experiences as a means of providing 
an interpretation of history is to be found precisely 
in the fact=that the historical past is integrated 
into the fictive present narrative in exactly the 
Same manner and at the same time as the personal 
reminiscences of the characters themselves. 

Just as the personal and ancestral past explains 
and to some extent determines the present of the 
characters, the historical past is presented by 
Fuentes as essential to an understanding of Mexico's 
present circumstances and to predicting or planning 
its future. For Fuentes, the past must be investi- 
gated, sounded and penetrated in order to comprehend 


the present and the future. These ideas are expressed 
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by Manuel Zamacona of La regi6én mas transparente, 


in words which doubtless reflect Fuentes' own belief: 


Toda, toda nuestra historia pesa sobre 

nuestros espiritus, en su integridad 

Sangrienta, Sin que sea nunca plenamente 

pasado ninguno de sus hechos o sus hombres. 

(orm on7 

Hay que resucitar algo y cancelar algo 

para que esa clave aparezca y nos permita 

entender a México. (p. 278) 

- « e quiero entender qué significé 

vestirse con plumas para ya no usarlas y 

ser yo, mi yo verdadero, sin plumas. No, 

no se trata de afiorar nuestro pasado y 

regodearnos en 61, sino de penetrar en el 

pasado, entenderlo, reducirlo a razé6n, 

cancelar lo muerto --que es lo estfpido, 

LOpDenCcOroso——, —leScCataGelOmviVOeyesdber, 

por fin, qué es México y qué se puede hacer 

eee Glee v bag eeaTAy) 

The discussion of history set out in La regi6én 

Masome Gen sSpaLtent ey mWlemeby atheupaste! se Lelatedstomtic 
present and the future destiny of Mexico, provides an 
interesting view of Fuentes' interpretation of history 
that is entirely compatible with the way in which he 
portrays the inevitability of a confrontation with the 
Dactwtietiercontext Of the Lives Ofslis oti CLVOndi ache te 
acters. Although there are a few instances in which 
historical documents are reproduced, either on the 
basis of the first hand knowledge of Federico Robles 
(pp. 119-123), or through Manuel Zamacona's writings 
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Fatherythanethroughethesnarrationsof historical 
eventservometheapointecolteyviewseot theshistorzans. It 
does not appear explicitly, therefore, in flashbacks 
eOethempast, butWaseparteofetherconversations or the 
musings of characters that occur in the fictive 
present. From these sources it is clear that Fuentes 
sees the Revolution as a most important landmark in 
Mexican history, that links the past to the present 
and contains the seeds of the future of the country. 
The intellectual Manuel Zamacona expresses it in the 
following manner: 

Sin la Revolucién, nunca nos hubiéramos 

planteado el problema del pasado de 

Méxi cowmdae sugsiignifiicadon. &.. .Como 

que en la Revoluci6n aparecieron, vivos 

y con el fardo de sus problemas, todos los 

hombres de la historia de México. 

(pp. 280-281) 

La Revoluci6én nos oblig6 a darnos cuenta 

de que todo el pasado mexicano era 

presente y que, si recordarlo era doloroso, 

con olvidarlo no lograrfiamos suprimir su 

vigencia, (p. 2:82) 
The Revolution is therefore a key to the explanation 
of the historical development of the new bourgeoisie 
represented in such characters as Federico Robles, 
Roberto Régules and Rodrigo Pola. The preponderance 
ofeFruentes ¥irecourse “to history must; tas@a result, the 


Secneacsanm athirmatlOnmonmenlSepanteen thessignitd cance 


it has for the present. This idea is, perhaps, most 


e?% 


*o peksessoe eit dpdesast aes 


ott 8a walv Io selog em A 23 
~-sterete ,yisyioligue taegqs Jon esob 


fas itos 22* 


4: .csetitoesat= 


‘eenafeeli mi «See 

ee anoiseexevade ent 30 3769 S* gud ,genq of3 oF 
op trot? eff af ae9e0 tan5 sistpéasiio Fo sonieum 
tea> <8 ey St aeowes seen mort  .snssorg 
ta inagiogmi geom © =F rolisufoves edy sess 
snee]9 1 ot nil goede .ystoteid sasoixe" 
v3.2 4 eters 6a entedno> brs 
if H GricD Ba ier am faugpelissai acd? 
stancnn priwolfo2 

co fis 4 ; - sé if i J 7 ‘ 1 -* uic Y 24 at nie 

hp ' sf ’ a) At : [ 6 ob i te oves3 A644 

chasisinpls ve ob ,opieem 

" estgutorat sl ne evp 

eatey [te sw> ob obtal le ase ¥ 

20 4 of sizotatnh sl 26 sesdmon 

‘Fas-08s .<74) 

ay GRD i sg tetide son a solaveA ed 

sis cieoleen obseay 19.cbe? Sey SD 

seofeb sto Sfisbicoet 24 .Gnp etnaetetg 

ue sifisace soeeixaabed en olrsbiv.g 80 

(C<a4 .@) .Si0nebsy 


: — es | 
psenaiqus ef3 at {92 5 giotetsily a2 natts foveal an + 4 
2 > 1% 


efeiorpasad wer od4 20 tnengoleveb erage 


pre rete cisaghaah ss ae 
aia we call :> - 


jun 
ran 
- 
_ 
_ 
7 
< 


— 
* 
a 


250 


clearly expressed in the notion that the past provides 
the patterns which are repeated in the course of the 
life of the nation in much the same way as similar 
patterns are inevitably repeated in the lives of 
individuals from one generation to the next. Such an 
interpretation of history is evident, for instance, 
in Pimpinela's comment about history with respect to 
her own family: 

Recuerdo que mi abuelita decia que 

iqual que la aristocracia porfiriana vio 

con horror la entrada a México de los 

Villas y los Zapatas, ella y las viejas 

familias vieron entrar a Diaz y a los 

suyos el siglo pasado. Entonces las 

gentes decentes eran lerdistas. Aunque 

también ellos se habian hecho ricos con 

los bienes del clero. (pp. 165-166) 
Her view, and all that this entails with respect to 
the cyclical. repetition, of events, must undoubtedly be 
related to our discussion in our previous chapter with 
Legal Gs bOmthnencyClicalsnaturesotetime, andlitsyimplaca— 
tions of the inevitability of the reappearance of the 
past. 

Although mainly concerned with the Mexican 
Revolution, La muerte de Artemio Cruz does include 
some allusions to other historical periods such as 
the Conquest of Mexico, the periods of Santa Anna and 


Maximilian, and the Spanish Civil War. As in La 


regién m&s transparente, the events of the past 
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remembered by a character include scenes of the 
military struggle during the Revolution (pp. 71-85 
andel70=20:2)o momentsyof political -intrigue (pp. 125- 
PI O)ipecherpo li ticalwand economic situation at “the 
end of the war (pp. 36-55), and the period of agrarian 
eetormyat cerathemRevolutione (pp 93-—LiG)iaeein addition, 
the ninth section of the third person narrative 
vividly describes events of the Spanish Civil War, in 
which Artemio's son Lorenzo is killed, and the penulti- 
mate third person fragment describes the political and 
socio-economic environment at the time of the rule of 
Porfirio Diaz. Finally, the second person narrative 
voice refers, although in more symbolic terms, to the 
Gonguest, of Mexico (pps 35-36) : 

Thejisi gnificance attributedstoihistorysin, La 
muerte de Artemio Cruz is basically the same as in 
La regi6én mas transparente, principally because it is 
conveyed through Federico Robles and Artemio Cruz, two 
characters who share many similarities. Like Federico 
Robles , the life of Artemio Cruz is used as a vehicle 
to portray the salient episodes of recent national 
history. Perhaps) even more ‘so”than ine ther case of 
Robles, the principal patterns affecting Artemio's 
life se a direct reflection of those to be found in 
Mexican history and are made to coincide in particular 


with specific stages in the development of the 
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Revolution. Similarly, the techniques employed in 
integrating history into the narrative of La muerte 
de Artemio Cruz resemble those of La regién m&s 
transparente, in that the character's memory is the 
device through which the past is re-presented. 
History, therefore, is portrayed as fundamentally 
related to personal experience. The historical past 
as much explains Artemio Cruz's present as it does 
Mexico's. In effect, the importance of history, 
Patereularlys themnistonyeotmthes Revolution, Uele 
muerte de Artemio Cruz can be summed up by the simple 
fact that Artemio Cruz, like Federico Robles or 
Roberto Régules in La regién m&s transparente, 
represents a figure who would probably not exist were 
piEmnoOteror therhrstoni cadagcontextmofmathe tRevolution: 
Thus, as in La regi6én mas transparente, the cyclical 
COnnovablonsmor history tare tequally evi dent tin ta 
muerte de Artemio Cruz, as indicated by the 
following thoughts of Gamaliel Bernal: 

Artemio Cruz. Asi se llamaba, entonces, 

el nuevo mundo surgido de la guerra 

Civil; asf se llamaban quienes llegaban 

a sustituirlo. Desventurado pais --se 

dijo el viejo mientras caminaba, otra 

vez pausado, hacia la biblioteca y esa 

presencia indeseada pero fascinante--; 

desventurado pais que a cada generacidén 

tiene que destruir a los antiguos 

poseedores y sustituirlos por nuevos 


amos, tan rapaces y ambiciosos como los 
anteriores. (p. 50) 
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Thee rolesofehistoeryeas aldetermining factorhof 
the present and the future is as evident in Las buenas 
conciencias as in the other works already discussed. 
Inpthis novel, theswhole of Chapter ITs (pp: 14-35) is 
devovedmtomoutlininoptheshistory ofethescountry, in 
genere ly SandaGuanaguato ,paneparticubery,min relation 
cow Chevhundredt years ofthe! Ceballos’ familyshistory in 
Mexico, covering a span of time from 1846, approxi- 
mately, to the presidential election of 1946 (p. 182). 
It therefore includes the period covered by the final 
years of Santa Anna's regime, the presidencies of 
Benito Juarez and Porfirio Diaz, the Revolution and 
presidencies of the post-revolutionary period. Unlike 
the novels already discussed, however, the rapid 


outline of historical events described in Chapter II 


of Las buenas conciencias does not reveal any 
particular emphasis on the Revolution. It is simply 


One such ‘eventianzasmuch) larger cycle Yet', asein 

La regién mas transparente and La muerte de Artemio 
Cruz, the vagaries of history are presented in the 
GContextuoLethe: liivesvofafictiona licharactenshes Al hough 
separated somewhat from the rest of the narrative and 
given a’ strictly chronological order, ) this review of 
history is not presented in isolation, as a documentary 
account, but is an’ integral part of ithe history of 


Jaime veutamniiiv. Seihusy) vegacd lessor, the particular 
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characteristics with which, in comparison with the 
other novels, history is presented, the idea that 

the personal past of a character is symbolically 
SPepEesentarivesOfeamnational, historical past is just 
aseprevalent. sit appears that, invallvof these 
novels in which history plays an important role, 
Fuentes' preference is not to present the past in 
documentary form, but to interpret it, or, in the 
words of Manual Zamacona, "reducirlo a razén" (La 
regién mas transparente, p. 279). He does not 
endeavour to reproduce the various stages of the 
Revolution or the Conquest photographically, but to 
portray how they may be comprehended, in some cases 
from varying perspectives. He wishes to expose it to 
view, so that it may be understood and interpreted, 
and seen as having an inevitable effect on the present 
and the future. 

The past as a central theme in Fuentes' early 
fiction is evident not only in the attention he gives 
to personal, ancestral and national history, but also 
imei seinteresteine ther MythicalWyeataviselcepastsos 
the pre-Hispanic cultures of Mexico. Explicit 
examples of his recourse to the legendary past are 
Coubemround mits particulan, win eenes LWOms LOmLCSmaCchac 
Mool" and "Por boca de los dioses", in which the gods 


of former times are portrayed as part of the everyday 
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eres tonCe moO cECONnLoMpOoraryeSOCIeCLy, wa ln ad more general 
sense, however, all the stories of Los dias 
enmasCcarados are associated with thermyths of an 
earlier age, if only as a cpeeptas of the title given 


LOmtneToOOk 1tselt. 


El titulo prefigura la direcci6én de su 

obra posterior. Alude a los cinco dias 
finales del aho azteca, los "nemontani": 
"Cinco enmascarados /con pencas de maguey", 
habtabdtchose Mpoetamilabladatese Cinco dias 
Sin nombre, dias vacios durante los cuales 
se suspendia toda actividad --fragil puente 
entre el fin de un afio y el comienzo de 
Otro gmanme leespiyitu de Fuentes, sin duda, 
la expresién tiene ademas un sentido de 
interrogacion y de escarnio: iQué hay 
Getras de las mAascaras? El vaso de sangre 
del sacrificio prehispanico, el sahbor de la 
p6élvora de la madrugada del fusilamiento, 
el agujero negro del sexo, las arafias 
peludas del miedo, las risotadas del 

sO tanop vervatwletrimar 


But 1b ES SingeichacsMoolte andmtPorm boca de, los) dioses”"™, 
above all, that the former gods are reincarnated most 
dramatically in modern Mexico, Two divergent 
realities, that derived from the myths of the past and 
that corresponding to contemporary life, are placed in 
the same context. Neither the content nor the outcome 
of either story can be explained away as madness, as 

a dream, or aS a product of the over-active imagina- 
tion of the protagonist. By combining these two 
elements, Fuentes endeavours to make the point that 


the implications of Mexico's mythical origins 
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Constitute agforce gthat is istill exerted in the 
present and that cannot be easily consigned to 
CoV onvdicmanprimieive, aforgotien past. arThe tpast; 
even from mythical times, continues to influence the 
present, basically because human nature does not 
Change. Man has always lived by the same patterns 
and will continue to do so. Thus, as Fuentes 
explains, he was motivated to write "Chac Mool" by 
the idea that the past will continuously appear to 


have an effect in the present: 


ih @layeke: Weyese’ teysbetepliey - A 4 (ele) the 
lectura de una gacetilla de periddico. 

Una exposicién de arte mexicano visit6 
Buropa en 1952. En ella figuraba el 

Chac Mool, dios de la lluvia. Este a 

Su paso produjo tempestades y cataclismos. 
La gente le ponfa monedas en la barriga, e 
inmediatamente se desataba una tormenta 
espantosa. Los datos de la nota roja 
artistica enfocaron mi atencién en un 
hecho evidente para todos los mexicanos: 
hasta qué grado siguen vivas las formas 
cosmolégicas de un México perdido para 
siempre y que sin embargo se resiste a 
morir y se manifiesta de tarde en tarde a 
través de un misterio, una aparicién, un 
reflejo. La anécdota gira en torno a la 
persistencia de nuestras viejas formas de 
vida. 


BOtnea neeChaceMoo lw anGedl NaebOreDOCasCcCELOS 
dioses", the influence of the mythical past persists 
in the present and determines the outcome of events. 


The death of Filiberto and Oliverio is brought about 


through the direct intervention of the gods of 
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pre-Columbian Mexico and, in both instances, death is 
the result of a conflict between the past and the 
present. Both characters endeavour, in some way, to 
free themselves from the past. Thus Filiberto's 
flight to Acapulco is an attempt to escape the rain 
god Chac Mool, which is frustrated when he drowns in 
the ‘ocean:= Similarly, Oliverio"’s death at the’ hands 
of Tlazol, the Axtec goddess of luxury, is a punishment 
for having made light of tradition and is described 
in a scene that evokes the sacrificial rites of 
earlier times: 
Tlazol me abraz6 en un espasmo sin 
Ssuspiros. El pufial qued6é alli, en mi 
centro, como un pivote loco, girando solo 
mientras ella abrfia la puerta a la 
caravana de ruidos minuciosos, de alas y 
culebras, que se amasaban en el pasillo, 
y las guitarras torcidas y las voces 
internas cantaban. (pp. 81-82) 
The implications of both stories, therefore, are 
that the mythical past is neither to be denied nor 
eluded, even in the present. It is an inevitable and 
unavoidable force to be reckoned with. 

In comparison to these two stories, in Fuentes' 
early novels the mythical past and the gods of 
ancient Mexico are poOrtrayeditinija eless adiutectumanner. 
Thats sto Say) thatythes gods) themselvessare noc 


reincarnated in the present as they are in "Chac Mool" 


and "Por boca de los dioses". In La regién mas 
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transparente, however, there are two characters, 
Teédula Moctezuma and Ixca Cienfuegos, who appear to 
act as the contemporary agents of the ancient gods. 
In addition to the obvious indigenous connotations 
Suggested by the names Moctezuma and Ixca, both 
characters are portrayed as having characteristics of 
an earlier age. Tedédula, described as being "anclada 
en un dia y un afio que habfan desaparecido hacia 
Siglos, que nada tenfan que ver con el momento 
ineludible de ese dia" (p. 341), seems to represent 
the persistence of pre-Hispanic times. Cienfuegos 
possesses some of the characteristics of an Aztec god; 
he is not only described as dark and mysterious, but 
His@love of =the tas te*ot blood and of sacrifice is 
often alluded to: 

--Es un sangrén, caro Principe. Como 

Dios: en todas partes, nadie lo puede 

Wien Gets. a8) 

Volvi6é a morderse la mano; hundié los 

dientes en la misma herida hasta sentir 

que por los labios le corria la nueva 

tibieiza. “Cerro Losvo j0s;) queria la 

boca llena del sabor acre, metdlico, de 

su propria sangre. La cabeza le nadaba 

en ese sabor, y la sangre le zumbaba en 

las orejas como una doble respiracién: 

la que se une en la hora del terror, la 

respiraci6n del hombre y la del fantasma, 

el uno frente al otro, pero invisibles. 

(oR e252) 


Like a god, he appears to be a shadow, living on air, 


not needing sleep or food: "T& que vives como sombra, 
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hurgando, escondido, comiéndote las vidas de los 
demas. T& que no tienes carne ni huesos" (p. 448), 
Furthermore, both Ixca and TedOdula are associated 

with the rituals of the past and with the notion of 
sacrifice. Ted6édula is assisted by Ixca when she 
performs an ancestral rite in which the skulls of her 
dead husband and children are unearthed from beneath 
the floor of her hut and prayed over (pp. 209-215). 
She maintains, moreover, that the ancient gods still 
roam the earth and that they continue to demand 
sacrifices: "Te lo dije; ellos andan escondidos, 
pero luego salen. A recibir la ofrenda y el 
Sacrifacio's(p.1 406). )ixcals) involazement twith sthe 
past goes somewhat further and, as previously 
indicated, has greater significance for the develop- 
ment of the narrative as a whole. It is he who 
serves as the instrument through which the past is 
brought back to the characters in the novel. His 
attitude with respect to the past ae expressed in 
the following passage in which one of the major 
themes of the novel is also summarized: 

El pueblo de México, que es el Gnico 

contempor4neo del mundo, el Gnico pueblo 

que aGn vive con los dientes pegados a 

la ubre original. Este conjunto de 

malos olores y chancros y pulque viscoso 

y carne de garfios que se apefiusca en el 


lodo indiferenciado del origen. Todos 
los demas caen, hoy, hacia ese origen que 
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sin saberlo los determina; sdélo nosotros 
hemos vivido siempre en 6l. (p. 377) 

As the modern agents of the gods, Teéddula and Ixca 
consider it their duty to provide the human sacrifices 
which will appease the gods and ensure the continua- 
EVO wwO rel Dre hm—EAS =I xXCaAnSAYS =tOmROGr1GOnrOla, continued 
Sacrifice is necessary: "Es que un solo sacrificio, 
asi fuera ejemplar, no bastaba. Era preciso un 
SadcErelcrTondianlo, Uns alimento dvario para que el sol 
iluminara, corriera y alimentara a su vez" (p. 264). 
Thus Teédula and Ixca pursue a number of other 
characters in the novel, in search of those sacrifices. 
Teddula is indirectly involved in the death of Norma 
Larrogoiti by fire, and insists on witnessing her end 
(pp. 404-407). By the same token, Ixca almost causes 
NOmmassloOe GhOwneineACapuLcom(pp.8315-317)),, and) brings 
about the financial ruin of Federico Robles almost 
single-handedly. Finally, near the end of the novel, 
Sime DuUGSiiceOlLmaghinanesacrs £1Ce,moutyOnlyaas lilt 
to warn an intended victim of what is to come, Ixca 
almost causes the death of Rodrigo Pola, when he 
deliberately accelerates the car which Rodrigo is 
med seivalers 

Although the mythical past in La regi6én mas 
transparente is presented less directly, less 


allegorically and without recourse to some of the more 
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Obvious techniques associated with magical realism, 
the novel has connotations similar to those evident 
in the two stories referred to earlier, as a result of 
the presence of the mythical past. Indeed, in La 
regién mas transparente, the point that the mythical 
past continues to exert a significant influence on the 
present is made that much more forcefully, perhaps, 
Since the idea that it must inevitably confront modern 


Mexicans is conveyed in a far more realistic setting. 


Destiny 


The theme of human destiny is undoubtedly one of 
the most consistently developed in Fuentes' early 
fiction. Although the term itself appears to have 
somewhat varying connotations)” depending on the 
context in which it occurs, Fuentes' general concern 
is to describe the conditions of existence that must 
be faced and that man must either be reconciled with 
or overcome. Of equal concern is his preoccupation 
with the relationship between individual and 
collective destiny. Yet, however important the 
theme of destiny may be in his work, it should not 
necessarily be presumed that Fuentes' perception of 
the matter is based on an assumption that human 
existence is subject to some absolute form of pre- 


determination. On the contrary, his work should be 
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seen as a discussion of the problem, undertaken in the 
context of an examination of all sides of the issue. 
Our discussion of the thematic implications of 
the past in this chapter has already shown that one 
of the most important and most basic conditions of 
human existence depicted in Fuentes' early works is 
related to the concept of the inevitability of the 
past. His characters are not only portrayed as being 
unable to avoid the past because of its persistence 
in the present, but also as obliged to expect an 
encounter with the past at.some time in the course 
of their lives. Since the past is inescapable, the 
destiny of the individual would therefore appear, at 
least in one sense, to consist in having to relive 
MUSMOWNeULLe petiatuokethi S@ancestors, tendhtihateotehis 
nation, and to repeat the archetypal patterns of 
human existence. In effect, this is precisely the 
pattern of existence illustrated and discussed by 
Fuentes and is one of the reasons why the past plays 
such a predominant role in his narratives. 
In@attleast ftwomoforuentesigearly novels;tla 
regi6én mas transparente and La muerte de Artemio 
Cruz, man's life is portrayed, both individually and 
collectively, as possessing a sense of initial unity 
which is gradually fragmented and dispersed in the 


course of time. This sense of unity at the point of 
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origin is also portrayed as a source of perfection 
which is progressively lost through dispersion and 
degeneration. Hence, the terms "origen", 
“fragmentaci6én" and "destino" are constantly 
interrelated throughout both novels.” Dispersion 
and fragmentation are synonymous and the various 
units of dispersion into which the life of an 
individual is broken are also referred to as 
fragments pine Fragmentation is ate ats caused by 
the inevitable passage of time, but, more specifi- 
Cally, is the¥product of thelichoices! the’ individual 
must make throughout his life between one course 
and another. These instances of freedom of choice 
constitute the landmarks standing between a man's 
Origin and his ultimate destiny, while the choices 
that are refused represent other possible destinies 
or routes he might have followed. 

Writing on the dialectic of destiny in Fuentes' 
novels, Paul Alexandru Georgescu describes how 
Fuentes' view of destiny coincides with traditional 
concepts and conforms to a general pattern that 
is developed in three distinct stages: 

Como todas las grandes visiones del 

destino humano, la de Carlos Fuentes incluye 
un ciclo, una sucesi6én de etapas, y tiende 
hacia una solucién, hacia un desenlace ... 
Los antropélogos y los historiadores de la 


religiédn han puesto de relieve que en las 
soteriologfas miticas y religiosas el 
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ciclo del destino humano es concebido 
como una serie de estados exteriores, 
delimitados y opuestos, como hechos 
distintos y sucesivos: gracia, caida, 
redenci6n. A diferencia de tal 
representaci6n Carlos Fuentes nos 

brinda una dialéctica laica y 

moderna del destino humano, una 
dialéctica que integra e interfiere no 
hechos, sino emociones profundas. El 
camino que estas emociones recorren es 
por lo tanto mas dramatico y llega a un 
desenlace mAs humano, m&as abierto a las 
posibilidades de la duda y de la elecciG6n. 
Llamo este camino dialéctico porque sus 
tres etapas se suceden en relaciones de 
Gontraste *y superacion) “Wy. .wCreo ‘poder. 
afirmar que la dialéctica del destino en 
la obra de Carlos Fuentes se cumple a 
través de tres etapas: a) la aspiraci6n 
exaltante, i) lameculpardolorosamyac). ela 
esperanza de purificaci6én. Se trata, 
pues, de una dialéctica interior, pero 
proyectada sobre el tel6n de fondo de la 
circunstancia mexicana. 


The three stages are, indeed, evident in the 
portrayal of the three major characters found in 
Fuentes' early fiction: Jaime Ceballos, Federico 
Robles and Artemio Cruz. To a lesser extent, they are 
also evident in some minor characters. For those 
three characters’, an’ initial aspivation’ for ‘purity. 
and perfection is followed by a period in which their 
aspiration is "distorted or even lost ‘entizelly. 
Finally, they experience a desire estos re urns tomther 
initial state of purity... lie pathsetollowedtby Robles 
and Cruz are remarkably similar. Both have rural 
backgrounds, the one Indian and the other mestizo. 


The incorrupt state of Artemio Cruz's condition, 
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when he is close to his origins, is evident in the 
account of the childhood he spent in a paradise of 
innocence and simplicity with his uncle Lunero, 
alongside a river in the country (pp. 280-283), and 
in the idyllic affair he later had with Regina 

(pp. 63-81). When both Cruz and Robles become 
involved in the revolutionary struggle, it is for 
relatively altruistic reasons: they are the 
underprivileged who desire to see justice. Artemio 
Cruz recalls how he was influenced as a young man 


by his teacher Sebastian and joined the Revolution: 


De Veracruz, de la tierra, hasta la ciudad 
de México y de alli hasta Sonora, cuando 
el maestro SebastiAn le pidi6é que hiciera 
lo que los viejos ya no podian: ir al 
Norte, tomar las armas y liberar al pais. 
Si era un escuincle entonces, aunque 
estuviera por cumplir los vientitin anos. 
Palabra, ni siquiera se habia acostado 
conmunagnujeris Yiconio: lesiba antallar tal 
maestro Sebastian, que le habia ensefado 
las tres cosas que sabia: leer, escribir 
VEOd lara lOSmCUur asm. D170) 


Robles' understanding of his own motives is not quite 
so clear, but he sees his joining the Revolution as 


having been a natural response to circumstances: 


Luego me contaron que habian lazado 

a mi madre y cuando mi hermano mayor, 
el carpintero, sali6 a vengarla, la 
leva federal se lo llev6é y los demas 
yarno? ‘chistaron.yesiguicron= cultivando 
al sparcel a.gueNo.creasus ted que esto me 
dio ganas de vengarme, pues yo no 
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entendiagnadaws men aey alingue lounubiera 
entendido, no hubiera ido por ese motivo 
a la revoluci6n. La revoluci6én lleg6é 
como llegan el sol o la luna, como llueve 
oOo hace hambre. Hay que levantarse o 
acostarse. O cubrirse del agua, o comer. 
Asi. Yo nunca supe de ddénde surgi6, pero 
una vez que estuvo allf, habfia que entrarle 
al toro. Después algunos, como yo, 
encontramos las justificaciones. 

(pp. 106-107) 


Thus, Georgescu speaks of the "need for fulfilment" 
which, like an act of "rebellious heroism", impelled 
both Robles and Cruz towards the Revolution: 

Heroicidad rebelde, porgue la aspiraci6én 

a la plenitud se enfrenta y choca con 

circunstancias establecidas, hostiles al 

hombre: pobreza, injusticia y prepotencia, 

en el México prerrevolucionario.12 

The second stage in the destiny of Federico 

Robles and@aArctemio Cruz,?) thatsor “quid he! pers “arrived 
at through the distortion of the ideals which origin- 
ally impelled them. As Georgescu points out with 
respect to Artemio Cruz, the possibility that this 
might occur existed from the beginning and was, to 
some extent, influenced by factors beyond Artemio's 
COnLLOL: 

Y détras de las circunstancias 

desfavorables, las fuerzas 

contrarias --las del egoismo, del 

desdén a los demas, del privilegio 

opresivo-- obligan a que el afan de 

plenitud tome la forma de la 


impugnacién, de furor justiciero. El 
ideal cobra entonces visos de venganza 
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y basta pensar en las afrentas que 
mueven a la lucha a Artemio Cruz: el 
martirio de su madre, su condici6n de 
bastardo, la ejecucién de su amada 
Regina.1l3 
Yet, both Cruz and Robles are responsible for their 
own downfall. Both become wealthy businessmen by 
recognizing, at an early stage, the opportunities 
that were provided by the Revolution, and by exploit- 
ing those opportunities to their personal advantage 
through whatever means necessary. The outcome for 
both characters is a sense of guilt felt to such an 
extent that they constantly endeavour to exonerate 
themselves and their actions: 
Estos hombres se sienten culpables, 
hondamente culpables de haber traicionado 
Su propio ser, el puro, el noble, el 
humano. Es lo que explica su obsesivo 
deseo de justificarse, la envidia secreta 
que ellos --los vencedores-- nutren frente 
a los vencidos, frente a los gue dieron su 
vida para ayudar al camarada herido, frente 
a los que fracasaron por haberse juntado a 
los desheredados, frente a los que supieron 
guardar_su pureza en la derrota y la 
muerte. 

The stigma of—gquilt resultings [rompetheybetrayal 
of ideals is exemplified directly and symbolically 
through a number of means. In La regidén mas 
transparente in particular, the movement from 


authenticity to inauthenticity, from idealism to 


corruption, is symbolized in the accumulation of 
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masks. Apart from Ixca Cienfuegos, only Hortensia 
Chac6én is aware of the masks behind which Robles' 
true face is hidden: 

Porque el mundo que sera al fin el mundo 

de Federico Robles est4 aqui, créame 

usted. Todavia no, porque Federico no 

es quien es en realidad, sino lo que la vida 

losnaenecho rus COMmOmy Ow Pero, atras,. Senor, 

atr&as est& esa cara verdadera, la primera, 

aman lCacun( Dees. 4) 
The change from authenticity to inauthenticy is most 
evident, however, in the narration of the moments in 
which the individual, confronted with a choice; might 
have pursued a destiny different from that which he 
made for himself, might have retained some measure of 
idealism, and have avoided the dispersion of self 
that results from his own conduct. 

In La muerte de Artemio Cruz, in which the 
theme of destiny is treated in greater detail, the 
idea that Artemio could have forged a different 
destiny is obtained by focussing on all the decisive 
moments in his life. These moments correspond, in 
effect, to the twelve third person narrative sections 
in which thes important, decisions takengin his Pate 
Arendescri ped elie tits ploancmariac GG ili Zu cmeduce mens 
placed at the moment of Lunero's death, henmche 
young Cruz must decide whether he will stay in 


Veracruz or seek his fortune elsewhere. As the novel 
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itself reveals, Artemio's future choices have 


already begun to diminish at the moment of his first 
major decision: 

Nadie se enterara, salvo tt, quizds. 

Que tu existencia sera fabricada con 

todos los hombres. Que no te faltar4d, 

ni te sobrara, una sola oportunidad 

para hacer de tu vida lo que quieras 

que sea. Y si ser&4s una cosa, y no la 

otra, sera porque, a pesar de todo, 

tendra&s que eligir. Tus elecciones 

no negar&an el resto de tu posible vida, 

todo lo que dejards atr&s cada vez que 

elijas: s6lo la adelgazardn. (p. 34) 
Rearranged in chronological order, the other moments 
of decision are as follows: he left his teacher 
Sebastian to join the Revolution (p. 70); he abandoned 
a wounded soldier to die in the forest when, although 
with some risk to his own life, he might have saved 
him (p. 76); he temporarily deserted his forces in the 
MLastrOtsbattle so. 3) hessacri ficed sthesli1fesor 
Gonzalo Bernal and the Yaqui Tobias in order to escape 
the prisonvatePerales (pps 198-201)7 heetook posses— 
sion of Gonzalo's heritage and married Catalina, 
Gonzalo's sister (pp. 36-55); he chose not to break 
the silence which characterized the first five years 
Otiiisemarcidage sto. Catalina (pple lL LS-ii4)y enemadonted 
thesnecessary political posture sCOurcuaing nem rayouL 
Opmtiespacty) in power (pO. 25-130); eneereiucedmace 


commit himself to his mistress Laura, with whom he 


had the most significant relationship since Regina's 
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death and who gave him the opportunity of 
reestablishing a sense of authenticity (pp. 210-219); 
he allowed his son Lorenzo to go to Spain to fight 
in the» Civil War (pp.' 227-228) he acted as "front- 
man" for North American businessmen in the 
exploitation of Mexico's mineral wealth (pp. 18-28); 
he bought himself the favors of Lilia (pp. 147-162); 
he kept Lilia in virtual confinement as his mistress 
for several years (pp. 250-270). 

Each of these decisive points in Artemio's life 
contributes to a source of guilt, but each is also 
indicative of a possibility presented to him of 
changing the course of his destiny and, to some 
extent, of redressing: the past. .The voice of his 
subconscious consistently points this out to him, as 
on the occasion when he could have made his peace 
with Catalina: 

TG romperas el silencio esa noche, le 
hablards a Catalina, le pedir&s que te 
perdone, le hablards de los que 
Murieronsporeti),—§lesapedirasmqueste 
acepte asi, con esas culpas, le 
pedirds que no te odie, que te acepte 
asi (pi 247) 
But Artemio Cruz does not choose this, or any other, 
redeeming course. Acting out of fear, self-interest 


or pride, > he consistently chooses to allow others 


to make the sacrifices that will result in benefits 
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to himself. As Fuentes himself has pointed out, 
"Cada una de sus elecciones supone el sacrificio de 


una persona (una vida, un destino), el sacrificio de 


16 


un amor, de una posibilidad de ser". Artemio 


consistently causes or allows these sacrifices 
because he feels that his own destiny is strengthened 
astasresu leeotethe "sacriftices*of=otners: =the soldier 
inpthe forests i(py/6)> Regina, the Yaqui Tobias, 


Gonzalo Bernal: 


La ironia de ser 61 quien regresaba a 
Puebla, y no el fusilado Bernal, le 
divertia. Era en cierto modo una 
mascarada, una sustituci6én, una 

broma que podia jugarse con la mayor 
seriedad, pero también era un 
certificado de vida, de la capacidad 
para sobrevivir y fortalecer el propio 


destino con los ajenos. (p. 43) 
Gracias. Pude haber muerto en Perales. 
Pude haber muerto con ese soldado. Pude 


haber muerto en aquel cuarto desnudo, 
frente a ese hombre gordo. Yo sobrevivi. 
TMoemOGtSte em GLactas cD. 45) 
Artemio Cruz sees a possibility of living another 
possible destiny through his son Lorenzo and for this 
reasonmtakes sLOrenzo to Veracruz, sto the Vander 
which he was born and which he left at thirteen years 
Gmeage. Although with *somemdispiculty; =the: dying 


man expresses the motives he felt at that point in 


his life: 


Yo me dirfa la verdad, si no sintiera mis 
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labios blancos . . . me diria que no 

bastaba reiterar el tiempo y el lugar, 

la pura permanencia; me dirfa que algo 

mas, un deseo que nunca expresé, me 

oblig6 a conducirlo --ay, no sé, no me 

doy cuenta--, sf, a obligarlo a encontrar 

los cabos del hilo que yo rompfi, a 

reanudar mi vida, a completar mi otro 

cestino, la segunda parte que yo no pude 

enedities (sy PRE) 
ie Smale Veracruz atilateuorenzOosqectaes to go to 
Spain to fight on the side of the Republicans in the 
Civil War. He lives his last hours, at the age of 
DANE teen eC LOss UNG m tice hy Geneesus-Ounecachmrwancen =:AS 
if Lorenzo had fulfilled his other destiny, the old 
man on his death hed thanks his dead son for having 
Shown Himeywnacelte, could Nhavesbeen ay oe 2s ays, Gracias, 
que me ensefiaste lo que pudo ser mi vida, ay, gracias, 
que viviste ese dfa por mi" (p. 244). 

The paths followed by Federico Robles in 
accumulating a sense of guilt similar to that experi- 
enced by Artemio Cruz are also revealed in passages 
devoted to the past, in which either Ixca Cienfuegos 
forces him to remember, or other characters recall 
Robles' role in the Revolution and his subsequent rise 
eto power (pp. L00—1 23; ep wel e078 133 ey Deer 400 — 
428). As with Artemio Cruz, each landmark in the 
fulfilment of his destiny involves a sacrifice on 


the part of another person: Mercedes Zamacona is 


lett eto bear his chidd alone: Gibrado Gbarra and 
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Feliciano Sanchez, whom he would not support for 

fear of jeopardizing his own situation, are abandoned 
to their fate. Unlike Artemio Cruz, however, Robles 
is not so overwhelmed by guilt, even when Cienfuegos 
forces him to see his present life from the perspec- 
tive of the past; but ixcarconsiders him guilty, and 


compares him with Porfirio Diaz: 


Los ojos de Cienfuegos, sonrientes, 
absorbieron todo el fisico, tenso y 
flaccido a la vez, del bangquero y, en 
Silencio, sus labios fueron repitiendo 
las palabras de otra entrevista, las 
palabras de otro hombre que inventé el 
poder mexicano, de otro gran ching6én 

. . . Ixca pensd que esas anchas aletas 
nasales, esos ojos de saurio, ese cutis 
cuidadosamente blanqueado, de Robles, se 
semejaban a los de Porfirio Diaz. (p. 122) 


If Cienfuegos is Robles' witness, Catalina is 
Artemio's. It is she who is extremely conscious of 


Pet enlOn SmoUIeL Ee : 


";Crees que después de hacer todo lo que 
has hecho, tienes todavia derecho al amor? 
Crees que las reglas de la vida pueden 
cambiarse para que, encima de todo, 
recibas esas recompensas? Perdiste tu 
inocencia en el mundo de afuera. No 
podras recuperarla aqui adentro, en el 
mundo de los afectos .. . No puedes 
encontrar en mi lo que ya sacrificaste, 
lo que ya perdiste para siempre y por tu 
propia obra. No sé de dénde vienes. No 
sé qué has hecho. Sé6lo sé que en tu 

vida perdiste lo que después me hiciste 
perder a mi: el suefio, la inocencia. Ya 
nunca seremos los mismos." (pp. 113-114) 
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Of the third stage of human destiny, the hope 
for purification, Georgescu affirms, 
Confiésenlo o no, estos hombres se sienten 
Culpablesmey-.- BGeelLOuGue.expl i Campor sin 
la mas honda consecuencia de la culpa: el 
Sentido de frustraci6én y, la nostalgia 
éntica, la afioranza de ser otro, de 
recuperar de modo cualquiera, por si o por 
otros, la pureza inicial. Esta posibilidad 
de superar la culpa y afirmar con nueva 
fuerza la plenitud humana nos lleva a la 
tercera y Gltima etapa, menos definida en 
la creaci6n novelfstica del autor.1l7 
Although it is clear that Fuentes believes in the 
Possibility sor purification, ol sreturnings tomine 
state of perfection associated with an original 
condition, his characters are not generally able to 
obtain it. Artemio Cruz's feelings of guilt, 
particularly when confronted by the imminence of his 
death, leads him to attempt to redeem himself through 
several means. His recourse to the past through 
memory is itself an attempt to find some redeeming 
aspect in his life. The nostalgia he feels for some 
aspects of his past, particularly his childhood with 
Lunero and his love for Regina, and, as we have 
already noted, his son Lorenzo, represents possibili- 
tileswot recapturing gangori gine las ta lesolsouiaiLy, 
either through the past or the life of another indi- 


vidual. His unconscious attempt to create another 


self that will suffer the ill effects of his existence 
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and make it possible for him to purify himself also 
fails. Throughout the novel, the symbolism of the 
twin and the mirror image, as well as the frequent use 
OF the] term ‘eleotroOm,salLemindicacavesot a duality of 
Character reflecting Artemio's need to duplicate 
himself. Yet, notwithstanding his attempts, since he 
is faced with imminent extinction, all true opportuni- 
ties have passed and Artemio's endeavours are doomed 
COA Erustration. 

Unlike Artemio Cruz, Federico Robles is not on 
his deathbed and feels little need for redemption. 
His is therefore not a conscious effort of 
purification. He senses, however, that something 
essential is lacking in his life, something which he 
manages to capture in moments spent with his blind 
Indian mistress, Hortensia Chac6én. He is aware of 
the masks he has accumulated and of his conscious 
efforts to efface his Indian origin. When Robles is 
forced into bankruptcy by a trick of Cienfuegos and 
his days as a financial» magnate are over, he returns 
to Hortensia Chac6n and a simple life in a village. 
His social downfall and subsequent return, or recovery 
of the past with Hortensia Chac6n, may be seen as a 
removal of the masks he had accumulated. His symbolic 
recurn to His past, CO lis indran Onl gins ahdeitis 


adoption of a more simple life, are, in fact, 
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representative of a kind of purification that was 
denied Artemio Cruz. 

The theme of the destiny of Mexico, treated to 
some extent in La muerte de Artemio Cruz, but 
principally in La regi6én mas transparente, with 
particular reference to the Revolution, follows the 
Same basic pattern as the individual destinies 
attributed to Artemio Cruz and Federico Robles. It 
May even be argued that, because of the broad social 
contexts described in the novel, the portrayal of 
individual destiny in La regién m&as transparente is 
somewhat overshadowed by the attention given to the 
collective fortunes of Mexico and its people. The 
initial idealism of the Revolution, symbolized in 
Characters such as Froilan Reyero, Gervasio Pola, 
Flores Mag6én, Felipe Angeles, and Féliciano S&anchez, 
all of whom died for it, and Librado Ibarra, who was 
completely ruined by it (pp. 180-188), was corrupted 
in figures such as Robles, as it was in Artemio Cruz, 
Gavilan and Jiménez in La muerte de Artemio Cruz (pp. 
125-138) 0 Mthesmdesiire lot purification, efor dawrebiuan 
to the source, is symbolized by Manuel Zamacona, the 
young intellectual of La regi6én mas transparente. The 
urge for a return to the ideals of the Revolution, 
however, is also symbolically defeated, for Manuel 


Zamacona is pointlessly and stupidly murdered in a 
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bar by one of the very peasants for whom he struggled. 
Some fairly obvious links exist between the 
concept of human destiny discussed above and the 
techniques which Fuentes employed in portraying the 
lives governed by this concept. The constant recourse 
to the past by the characters in an attempt to obtain 
BOULTaLCatlonmlOrethesbestoration OfsoLriginal unity. 
is exemplified by the intrusion of long memory 
sequences in the fictive present. The fragmentation 
of the narrative evident in all three of the major 
novels, but particularly in La regién mas transparente 
and La muerte de Artemio Cruz, is a direct result of 
the fragmentation in the lives presented. In this 
regard, Georgescu commented, 
Al exponer artisticaments esta visién 
dialéctica del destino, Carlos Fuentes 
recurre sobre todo a dos modalidades de 
composici6én, especialmente propias para 
asegurar el relieve dramatico y la 
tensién emotiva de sus novelas. La 
primera modalidad consiste en operar 
truncamientos o introducir rupturas en 
la sucesi6n de las etapas, en exponer, con 
el efecto dramatico inherente, destinos 
mutilados. En realidad, ninguno de sus 
personajes vive de modo completo las tres 
etapas, ninguno --ni siquiera Artemio Cruz 
de trayectoria vital tan larga y compleja-— 
cumple su destino. 
Moreover, the development of the narrative as a 


composite of different time lines that unfold 


simultaneously is itself an indication of duality of 
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character and of the idea that destiny is the 
product of different times and possibilities. By 
the same token, evidence of a cyclical pattern 

in the lives of the individuals whose stories are 
LOlLd@icoealSOmaarelevencetactorminetracingstaelr 
destiny. slhateiseto say,etiac the concept of a 
cyclical pattern itself entails a return to a point 
of departure, to the initial state of purity. 

The theme of destiny is not treated in exactly 
the same manner in Las buenas conciencias as in the 
two novels discussed above, but the difference is 
really no more than a matter of degree. Whereas both 
La regi6én mas transparente and La muerte de Artemio 
Cruze portray cthesuntolding or a scomplete cycle in the 
destiny of an individual, Las buenas conciencias 
presents an extremely detailed treatment of only the 
first stage --"la aspiraci6én exaltante"-- and the mere 
beginnings of the second --"la culpa dolorosa". Jaime 
Ceballos' religious fervour, and his pseudo-heroic 
rebellion against the pettiness and hypocrisy~” of the 
Ceballos family and their friends, are both perfect 
examples of the first stage of destiny, as typified 
in Fuentes' novels and analysed by Paul Alexandru 
Georgescu. Jaime's fervour, in fact, provides the 
basic subject matter of the novel. It is only towards 


the end, when it is clear that Jaime has capitulated 
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and will continue to live according to the patterns 
established by the Ceballos family, that the second 
stage is touched upon. However, Jaime has already 
made some choices and accumulated some sources of 
guilt. He is aware, for instance, that he could have 
made an effort to reach out to his father and his 
mother; he is not sure whether he could have helped 
Ezequiel Zuno, but he believes that he has not been 
entirely honest with his Indian friend Manuel. 
However, if Jaime Ceballos is to follow the paths of 
Jorge Balcarcel, Artemio Cruz and Federico Robles, a 
Coursesthatais iclearly indicated itom bim by his stamily 
history, it is clear that there will be a long record 
of accumulated guilt from which he will later hope to 
be relieved. 

As we have previously mentioned with relation to 
the idea of the inevitability of the past, there is 
an element of socio-economic determinism in Las 
buenas conciencias, in relation to Jaime Ceballos, 
that does not appear to the same extent in Fuentes' 
other works. In Las buenas conciencias, Jaime is 
shown to be incapable of escaping from patterns of 
behaviour long since established by his ancestors. To 
this extent, therefore, he is predetermined to behave 
in a particular manner, to follow a particular area of 
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ange notdsamspallucllarskindsotejOb,. sAlJehis setforts 
to escape this mould are therefore destined to 
failure. When such ideas do appear in Fuentes' other 
works, in Part III of La regién m&s transparente 
to be precise, it is of interest to note that they 
are also illustrated through Jaime Ceballos, who is 
now married and whose wife, Betina Régules, has inher- 
ited her particular role in society from her father. 

In Las buenas conciencias, as in La regi6n mas 
transparente and La muerte de Artemio Cruz, the 
techniques employed in portraying the lives of the 
characters appear to be a product of the concept of 
destiny itself. The linear chronological structure 
employed in presenting the past, which constitutes 
virtually the entire novel, is a result of the need 
to demonstrate the manner in which Jaime's destiny 
has been directly passed on to him by his ancestors. 
The cyclical pattern that appears as part of this 
structure, to which we referred in our previous chap- 
ter, entails, moreover, a certain element of pre- 
determinism. Just as the cycle allows no escape, 
since its completion is somewhat inevitable, the 
character who is predetermined to conduct his life in 
a particular fashion cannot escape that mould. 

The concept of predeterminism, however, is not 


limited to the influence of socio-economic factors 
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or to Las buenas conciencias, but is characteristic 
of human destiny portrayed in the majority of Fuentes' 
works. Yet it is a particular kind of predeterminism. 
Although man's life is bounded by a predetermined 
beginning and end, his birth and death, between these 
two points the individual is free to make a certain 
number of choices. However, his absolute freedom of 
choice diminishes to a certain degree each time that 
a decision is made, since each decision will not only 
narrow the possibilities of further choice in the 
future, but will set the individual on a predetermined 
course of action. This notion is expressed in the 


following terms by the subconscious voice of La muerte 


elegiras, para sobrevivir elegirds, 
elegirads entre los espejos infinitos 
uno solo, uno solo que te reflejara 
irrevocablemente, que llenara de una 
sombra negra los demas espejos, los 
mataras antes de ofrecerte, una vez mas, 
esos caminos infinitos para la eleccién: 
decidiras, escogeras uno de los caminos, 
sacrificaras los demas: te sacrificaras al 
escoger, dejaras de ser todos Jos otros 
hombres que pudiste haber sido, querras que 
otros hombres --otro-- cumpla por ti la 
vida que mutilaste al elegir: a1 elegir 
eal, full elegun no, salvpermitixr, que no tu 
deseo, didénticoma stu libertad, te senalara 
un laberinto SinOelLusinteres st lemlecdoy to 
Ong lao se (pe e209) 


Although the particular form of predeterminism 


evident in the case of Artemio Cruz would appear to be 
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applicable to a number of the other characters 
portrayed in Fuentes! early fiction, Aura seems to 
present a notable exception. From the beginning of 
the novel, Felipe Montero appears to have little 
choice in determining his future. The advertisement 
which he reads in the newspaper, offering the position 
of historian in Consuelo's house, seems to be 
destined for him alone: 
Se solicita historiador joven. Ordenado. 
Escrupuloso. Conocedor de la lengua 
francesa. Conocimiento perfecto, coloquial. 
Capaz de desempefiar labores de secretario. 
Juventud, conocimiento del francés, 
preferible si ha vivido en Francia algfn 
tiempo. Tres mil pesos mensuales, comida 
y recamara céOmoda, asoleada, apropiada 
estudio. oOlOuraltamtuenomore=sssOlOmtLalta 
que las letras mas negras y llamativas del 
aviso informen: Felipe Montero. Se 
solicita Felipe Montero. (p. 9) 
Moreover, the use of the second person narrative in 
combination with the future tense conveys a sense of 
inevitability whereby Felipe is constantly told what 
he will do. It produces an effect similar to that of 
the imperative mood. The atmosphere created by the 
mysterious old house also produces a sense of 
inevitability with regards to Felipe'’s destiny, a 
feeling that, once he becomes involved in the 
Situation, he cannot escape. In fact, there are 


several indications that Felipe is entrapped in the 


house. From the beginning, his efforts to return to 
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his own house are thwarted. He is told that living 
in Consuelo's house is one of the conditions of the 
position he has accepted (p. 17). When he mentions 
the possibility of returning to collect his 
bhetongings, Neris :oLrced to turn fis keys over to 
Aura, who insists that it will be done by someone 
else™ (pprez2 ana 25)" “Furthermore, Felipe 1senot 
Gvenvaviowed tom visit the garden, bul 1s told by 
Geonsuclomtnatet (does notcrtexist (po. 30). 

A similar sense of a fate that is sealed is 
evident with regards to the narrator and central 
character of "Tlactocatzine, del jardin de Flandes", 
who, once he has moved into the old mansion, is 
unable to leave even to make a telephone call. The 
forces that retain him, however, are somewhat less 
tangible than those of Aura. He is not told that he 
should not leave; he simply finds it impossible to do 
so. -Newther the narrator of "“Tlactocatzine, del 
jardin de Flandes" nor Felipe accept their fate, but 
SuGUGG Ler agaist Uitte sihteel Succ halve CLOd Iason cilonl 
that they cannot escape. There are other Characters 
of Fuentes' early fiction, however, who accept their 
fate as sealed and do not endeavour to struggle 
against the forces of destiny. As a result, a sense 
Of fatalism, Of power lessnesswin, the face of destiny is 


introduced into some of his works. Although the idea 
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is evident to some extent in Jaime Ceballos' final 
resignation and acceptance of the order of things in 
his family, it is really in La regi6én mAs transparente 
that it is given most emphasis. It is also of inter- 
est to note that this sense of fatalism is most 
apparent among the characters representative of the 
lower classes and those with the closest ties to 
indigenous Mexico. Hortensia Chac6én, Federico Robles' 
Indian mistress, appears to have little difficulty in 
accepting her sad fate (pp. 345-355). Similarly, 
there is a general sense of acceptance of fate among 
the members of Gabriel's family, as indicated in the 
expressions they use: "--Qué mas da, qué mas da 
eee -OUCM ICV AMOS sannaCe Gat aun Dee eee The 
same marked note of fatalism, moreover, is evident 
in the phrases spoken by Ixca Cienfuegos which open 
and close the novel: "Aqui nos toc6d. Qué le vamos 
aphacer Som aereqlOnemacetransparentemce salle Dp. 
21 and 470). In these words, Roberto E. Rios sees 
even broader implications: 

Esta obra apasionante y profunda termina 

con una nota de pagana reSignacién. Una 

invocaci6én a los dioses, hecha por Ixca 

Cienfuegos, que no es otra cosa que un 

resumen de la historia tragica de México 

y de los mexicanos, termina con las . 


Yrepetidas palabras "Aqui nos toc6. Qué 
le vamos a hacer." 


In the light of these considerations, it seems that, if 


bas te 


| ; a 
et? teolgede® ental ab snades ones © sosbive af 
act .© wabed ody Io apaerge7os bes soigveapiaes 


soprsensea! atm eSiges st ni yllaen. ot 3% a eCMier eee ; 
g +] neigits tzom aovip at. 3b send 
qed. > In eored nids js? sgon of tae 

o <4"y pirereato sao pots +nezsqa6 Pan 

i. sad atlw seowks Gee apeeeio tewol 
tan} E 229 preeeztol .goixnet evonapioas 

yet od 2¥xneqgaé ,eeemsela nsioal . 
~ebs oe) ose ben tea. pnisgercs 
SS Te acres lexvensp & at een? 

é 74% 2 iat wed Jo. drediem. oie ; 

Sotiene” gene vert enokametaxe — 7 


sea ¢ sammy of O00-— 4 = * 

a .petlsss® 26 e20n PesTsh, Shims 

12744529 gtooct ed potegs esestng oid ak 

roa .asot sor Tepe” often 282 6059 ane” ee 
Let ose cunéat &im ahhgen eS tk) «SORA 

ssge 2ulsd' .2 Soo Reioa- ehece aaends af ~ (8 bre £5 - 

-elogeentivns tsheord gave _ 

- | | ' a 


er taaliy o@ 


sadn soowlond y Sdpsiettede wel BIA 
.) f sr sy , ’ niches cae sapien av — 


> y .) 


©: 


LESS) 


thelLeparecenOtatwostypessOr destiny portrayed in 
Fuentes' early works, there are at least two distinct 
attitudes towards it, the one perhaps more repre- 
sentative of indigenous pre-Hispanic thought, as 

Rios indicates, and the other more representative of 
modern Mexico with its marked European and North 


American influences. 


Myth 


Two of the most important conclusions with 
respect to the interpretation of time which may be 
drawn from the discussion in the previous sections 
of this chapter are that the past is unavoidable, 
and that life is to some extent influenced by destiny. 
These two ideas suggest that time unfolds according 
EOuCCKhbLalNepacee runs mands thiatymt he cueeCONLext Of 
these patterns, man is made to conform to certain 
roles. In effect, the conclusions reached with 
relation to the past and destiny reflect a generally 
MVthicalevVilew,oLereal Uty alte USmrOLmEntSomreasOny, 
as well as the fact that myth appears in other 
ways in Fuentes’ early narrative, that the discussion 
GLomythets perc inen tm cCOmehicms LUC) aune genera lyany ch 
serves as a basis for evaluating and categorizing 
human conduct according to certain universal patterns. 


Through reference to myth, it is possible to verify 
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how such patterns are perpetuated and what form they 
take in more recent times. In exploiting myth as a 
source of his narrative, the novelist is able to 
draw attention to the notions that underlie the 
society he is describing, and thus is able to give his 
writing a symbolic value in order that it may be 
properly representative of that society. 

The general purpose of Fuentes! recourse to 
mythology and the principal sources upon which he has 
drawn have been very appropriately summarized by Rene 


Jara: 


El primero de estos niveles ... 

se realiza cuando la estructura de los 
materiales del mundo es amplificada, o 

se la explicita, recurriendo a mitologias 
de raiz occidental clasica o biblica 
--everotestamentaria o evangélica-- como 
correlato estructural objetivo que puede 
ser de menci6én explfcita o implicita. 


La narracioOn tiene caracter intramitolégico 
cuando explfcita o implicitamente, los 
contenidos materiales del mundo funcionan en 
un sistema analdgico referido a las 
teogonias y cosmogonias prehisp4anicas y 
coloniales, presentes en el inconsciente 
colectivo de Hispanoamérica; apoydndose en 
el pensar magico primigenio, la narracién 
se eleva al pensar visionario del mito para 
dar en la obra una raz6n explicativa del 
mundo, afanosa de llegar o los hondones del 
ser hispanoamericano y recuperar su 
autenticidad. 


Since Fuentes! early works are, above all, an 


endeavour to account for the underlying forces of 
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SsOcvalerealvteiessineMexico,..t iswhardly surprising 
that he should have had recourse to Aztec and Mayan 
mythologies. In our discussion of the atavistic, 
mythical past earlier in this chapter, we noted how 
Fuentes depicted myth explicitly through a descrip- 
tion of the reincarnation of the ancient gods in 
contemporary Mexico and through characters such as 
Ixca Cienfuegos and Teédula Moctezuma who act as 
their agents. This direct method is used sparingly 
in Fuentes' early works, however. In general, the 
ancient patterns of behaviour are integrated into his 
narratives much less explicitly, but still serve as 
their basis. As Rene Jara affirms, rere isman 
attempt on the part of the novelist to mould reality 
through the coalescence of his narrative with the 
mythologies to which he has recourse: 
7 2). ,eL mMitoyse conitorma con lai misma 
estructura de las objetividades y, por 
ende, novela y mito participan de la 
misma sustancia y esencia individuas 
Slam sus tanclagitivcd Campuses 


estructurada desde la misma narraci6én 


sustentada en un modo de pensar mitico, 23 


The relationship between Fuentes! narratives and 
Mexican mythology is evident, above all, in the 
emphasis he placed in them on the notion of sacrifice, 
a concept which is considered to have been one of 


the cornerstones of Aztec thought and culture, 
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Since the need for sacrifice was directly connected 
with the survival of the sun, the preservation of an 
existing universal order, and the continuation of 
time, the importance of sacrifice was such that it 
was impossible to envisage the perpetuation of life 


without it.7? 


In conversation with Emir Rodriguez 
Monegal, Fuentes himself comments on the continued 
manifestation of such ideas in Mexico in the present: 

La verdadera venganza de Moctezuma no 

es la disenterfa: es el sentido 

permanente del sacrificio, del sacrificio 

para mantener el orden del cosmos. Esa ha 

sido la victoria final del mundo indigena 

de México. 

Several of the stories of Los dias enmascarados 

present the idea of sacrifice relatively directly. 
The rain god Chac Mool is reincarnated and ensures his 
continued existence through a sacrifice represented by 
the death of Filiberto. In "Por boca de los dioses", 
Oliverio is sacrificed to the gods in the basement of 
the hotel. In both these stories, as well as in 
"Tlactocatzine, del jardin de Flandes" and "Letania 
de la orquidea", sacrifice results from a conflict 
between the fictional character and forces which 
prove to be stronger. In Fuentes’ other works, how- 


ever, the notion of sacrifice is presented more 


symbolically. We have already mentioned how Teddula 
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Moctezuma and Ixca Cienfuegos, acting as agents of the 
gods, seek the death of Norma Larragoiti and Rodrigo 
Pola and bring about the downfall of Robles. These 
are not only thought of by Ixca and Teddula as 
sacrifices, but they represent sacrifices effected in 
order to achieve other goals. MIxca and Tedédula must 
appease the gods with Norma's death; Robles must 
sacrifice his social and economic position in order 
to achieve a sense of authenticity; Rodrigo Pola 
sacrifices his principles in order to become wealthy 
and be accepted by the "International Set". But 
Robles and Rodrigo Pola, also, sacrifice others in 
order to achieve their own goals: for Robles, it is 
Mercedes Zamacona, Feliciano Sanchez and Librado 
ibarras Lor Rodrigo, it is his, mother —Rosenda. athe 
idea of sacrifice in La regi6én mas transparente, 
however, transcends purely individual conduct. The 
lives of Froilan Reyero, Gervasio Pola, Flores Mag6n, 
Felipe Angeles and Librado Ibarra were sacrificed for 
the Revolution in order that possibilities such as 
those represented by Federico Robles might be ful- 
filled. Moreover, at the end of Part II and the 
beginning of Part III of La regi6én mas transparente, 
it is clear that one generation has been destroyed 
--sacrificed-- so that it can be replaced by another. 


It is equally clear, when, in the final scene of the 
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novel, Cienfuegos almost causes the death of Rodrigo 


Pola, that the new generation which emerges in Part 
III will also be sacrificed for a later one. In 
that scene, Cienfuegos perhaps taunted Rodrigo Pola 
with the possible realization of an idea that he had 
already expressed to him somewhat earlier: 
Ese quesunssolo (sacrifticio, asi fuera 
ejemplar, no bastaba. Era preciso un 
SaCELEUCLOuGLaLvo, mineal i mentor diario 
Petal queselesolerluminara, coriierda y. 
alimentara a su vez. No, no veo un 
SOlOsDLOSHDIetinesacritiClomals lado. 
(ps 264) 

The idea of sacrifice is also one of the 
fundamental elements of La muerte de Artemio Cruz. 
It has already been indicated earlier in this chapter 
that each of the decisions taken by Cruz throughout 
his life represented the sacrifice of another human 
being: the dying soldier, Regina, Gonzalo Bernal, the 
Indian Tobfas, Gamaliel Bernal, Catalina, Lorenzo, 
Laura and Lilia. Moreover, Artemio's life embodies 
the total sacrifice of whatever ideals he may have 
held. On a grander scale, as in La regi6én mas 
tpansparente, the course of NistOLry LtSselr is por— 
tEeayed das a Series Of scOlLeéc livemsacritices adic 
Revolution represents the sacrifice of countless 
lives, Cotbed GCauUscetnounl senOLecvenEClLodLly Undem— 


stood, and, in its aftermath, the destruction of one 


generation to replace it by another continually. 
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Thus, the generation of Gamaliel Bernal was 
Sacrificed in favour ,of that of Artemio Cruz, while 
Cruz's generation will be replaced by that of the 
young Jaime Ceballos, who appears in the tenth third 
person episode at the New Year party given by Artemio. 
in additioneto thesnotionseresacritice ,awhich is 
one of the most evident manifestations of ancient 
Mexican mythology in Fuentes early fiction, there are 
other aspects of Aztec myth that inform not only the 
plot but also the structure of some works. [In this 
vein, Liliana Befumo Boschi and Elisa Calabrese have 
demonstrated the importance of such aspects as the 
"fiesta", the Aztec concept of life and death, and 
the myth of Quetzalcoatl in La muerte de Artemio 
cruz.7° The importance of the "fiesta" as a ritual 
and symbolic expression of myth is particularly notable 
in the tenth of the third person segments of the novel, 
in which the New Year is celebrated, and which records 
the last significant day of Artemio's life previous to 
that on which he dies. Boschi and Calabrese comment 
in the following terms on the meaning of the "fiesta" 
both generally and specifically: 
Para el mexicano, la Fiesta cobra 

especial significaci6én ya que por medio 

del derroche de energias acumuladas 

durante el afio, puede liberarse, dejar 


de lado todo aquello que lo aisla y lo 
separa de los demas. Es el tiempo en que 
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puede participar, comulgar con quienes 

lo rodean, salir de si mismo y embriagarse 
de alegria, color, sexo, vino y cometer 
todos los excesos que compensen la 
permanente carencia... 

Los mexicanos, antiguos 0 modernos, 
creen en la Comuni6n y en la Fiesta.  4En 
La muerte de Artemio Cruz, durante la 
celebracién de la fiesta de San Silvestre 
del 31 de diciembre de 1955, el personaje 
vuelve a reiterar los ritos y el entorno 
se envuelve en una atmésfera mitica gue 
todo lo transforma. 


The Aztec idea of death as a natural prolongation 
of life, as the other side of the same coin, and as 
an end as well as a beginning, while evident in La 
regién mas transparente to some extent, is developed 
particularly in La muerte de Artemio Cruz: 

En Artemio, . . . se trata de una ceremonia 
ritual cumplida en el cerro que domina el 
valle de México y por la cual se conmemora 
la iniciaci6én de un nuevo ciclo azteca, 
luego de cumplidos los cincuenta y dos 
anos.  Risttosderentlada, Vasalida, ritondel 
fuego de los antiguos mexicanos, realizado 
por la muerte-nacimiento de Artemio Cruz.28 
Boschi and Calabrese also see the incarnation of an 
aspect of the myth of Quetzalcoatl-Tezcatlipoca in the 
figure of Lorenzo and his relationship with Artemio 
Gluz, partLcularly sinsthessiMmidanucy sDecweenmuic 
voyage by sea undertaken by Quetzalcoatl and that 
undertaken by Lorenzo: 


suae® @1 viaje, realizado) por Lorenzo, hijo 
de Artemio, al otro lado del mar, posee 
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claras connotaciones mitico-simbélicas 

- - . ES precisamente el mar el que une 

a Lorenzo con Artemio en el nivel del tt 
. . « Ambos aparecen ligados entre si y 
con el caballo en el estribillo-indice de 
manera tal, que configura un verdadero 
encadenamiento simbolico. Tanto Artemio 
como Lorenzo estan unidos en el nivel del 
el (hechos realmente ocurridos) al mar 
‘oF WeEStmpues, Leleviage autnavess demas 
aguas en una embarcaciOn que se dirige al 
lugar demlanconflagracion #a.a0 ila 
presencia de Lorenzo esta constantemente 
ligada al mar y al viaje de Quetzalcoatl 
Ae eo Tezcatlipoca- Quetzalcoatl y sus 
encarnaciones: Artemio Cruz, tnicamente 
destinado a asomarse al mar y a ser 
arquetipo de lo oscuro y la traici6on, 
opuesto a Lorenzo, su otra mitad, el 
ideal dispuesto a renacer otra vez. 


The myth of Quetzalcoatl is not only significant 
in the development of the plot, but is, as M.J. Valdés 
points out, the basis of the structure of La muerte de 
Artemio Cruz. ?° Valdés' analysis of the novelistic 
structure, based on his study of the third person 
narrative sections in relation to the Toltec calendar 
and on certain notions emanating from the teachings of 
Quetzalcoatl, explains several aspects of the structure 
of the novel, such as the use of three narrative 
voices, the arrangement of the third person sections, 
and the use of thirteen triads. He points out that 
the three narrative voices correspond to the three 
faces or identities of which, according to the myth, 


the person consisted. 31 According to Valdés, 


the arrangement of the third person narrations 


follow the Toltec horoscope for one born on April 9 
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Oty oC77e-o vem Oecruz sebirthdate: 


Each of the third person's narrations 
is the dated reading of the horoscope for 
One.born on Apri199) 1889) that is, the 
Sign of tecpatl. These passages are the 
realization of his destiny. 

The organization of the dated narrative 
follows the general pattern of the battle 
of the body (tiger) and the spirit (eagle) 
in sets of three. In the first set we move 
from Artemio at 52 years to 30 and then to 
24, We move into the past in quest of the 
meaning of Catalina the wife who feels 
Superior and Regina the soldadera who loved 
him. The unknown character of Catalina and 
the memory of Regina become key motives in 
the isolation of Artemio Cruz: 

The second set consists of Artemio at 
age 35, 38 and 58. Now we move in the 
opposite direction as we encounter the 
mixture of cowardice and audacity that lead 
us to the image of alienation as Artemio 
TOookswintosthe mirror. 

The third set presents Artemio at age 26, 
45 and 49 when his son is killed in Spain. 
Artemio Cruz escapes bodily death through 
daring but is unable to attain spiritual 
freedom. He is becoming a prisoner of his 
own hell of the material. His son Lorenzo 
is killed by an airplane, the eagle, and 
with him die Artemio's hopes of redemption 
for his own loss of ideals. The last set 
moves again in the counterdirection from 
eVeta) (si ime) 10S) Geko) lexkuenslel Gls “sake: Weise ieels|sie 
LOLYeSemadenOLethemittoe—lOngspattle malic 
thirteenth part is the final synthesis in 
death.32 


Finally, the thirteen triads also correspond to the 


Toltec calendar: 


The thirteen diviSions of the novel are 
established in keeping with the Toltec 
calendar of divination which divides the 
cycle of life into thirteen periods which 
are dominated by a variable number of the 
20esSigcnseoOtec ie slolcec horoscope. 2? 
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Although the fundamental concepts of pre- 
Hispanic mythology form the basis for much of the 
plot and structure of La regién mAs transparente and 
La muerte de Artemio Cruz, the principles of Judeo- 
Christian thought --the concept of a fall from grace, 
followed by redemption and salvation-- are not in the 
least excluded from either novel. As our discussion 
of destiny in the earlier part of this chapter has 
already revealed, the trajectory of the lives of 
Several of Fuentes' characters follows precisely the 
pattern transcribed by loss of innocence, feelings of 
guilt induced by a sense of remorse, and an ultimate 
desire for redemption. It is unnecessary either to 
repeat our earlier discussion in detail or to examine 
the evident parallels between the concept of destiny 
we have described and the Christian tradition. At 
this point, however, it is relevant to draw attention 
to two conclusions with respect to Fuentes' use of 
mythoLogy*s= -in=thevfirsteinstance;=by constructingea 
narrative intrinsically related to the ideologies and 
myths that underlie reality in Mexico, it is possible 
to portray how the’ time ?that elapses=forjmansin the 
course of his life is governed, in terms of the 
incidents that constitute it, by particular archetypal 
patterns. In the second, by having had recourse to 


the two mythologies that figure most predominantly gl 
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Mexican tradition, Fuentes has evidently sought to 
give, not just a fragmentary view, but a more general 
perspective of the hidden motives in Mexico that are 
to be thought of as determining the nature of human 
congucu: 

It is not only the plots and structure of Fuentes' 
works that have a basis in mythology. Myth is also 
made part of his narratives through characterization. 
As has already been pointed out in this study, some 
of the principal characters of his novels and short 
stories, in addition to being portrayed as individuals, 
are also given a representative function. They are 
Symbols, Or Social historical, and,saineparti cular, 
natural forces. In effect, the identification of man 
with the forces of nature is one of the most effective 
methods of establishing a mythical sense of reality in 
a novel. As Rene Jara states, "Se trata de conectar 
al hombre con su naturaleza . .. En la novela actual, 
la naturaleza es tomada en su sentido etimoldégico de 
origen, nacimiento y manera de ser", >* In an 
excellent study of myth in La muerte de Artemio Cruz, 
Heshas. also abtirmed thaterts 1 sepreciselyarnas 
connection with cosmic forces which distinguishes what 


he refers to as the mythopoetic novel from the modern 


realist novel: 


Esto es justamente lo que marca el paso de 
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la novela moderna de car&cter realista y 
documental a esta novela de funci6én 
mitopoyética y sobredocumental. El 
transito se produce cuando no se trata 
s6lo de las relaciones del individuo con 
la sociedad, sino también de las retaciones 
de la humanidad con la naturaleza. 

Artemio Cruz is one of the best examples of the 
character-symbol in Fuentes' early works. As we have 
already noted, the trajectory of his life is itself 
the embodiment of certain archetypal patterns. 
Although, within the concept of this characteristic, 
he may nonetheless be considered as an individual, 
there is evidence of a constant endeavour on the part 
of the author to transcend his individuality and to 
employ him as a symbol. The course of Artemio's life 
coincides almost exactly with the trajectory of the 
Revolution and its aftermath. Yet it would be more 
correct to state that the history of the Revolution 
Pee DrOjvecceamtiLOugne tics WL GcrOtyGruuUz mance lomLius 
made to represent the Revolution. Moreover, he also 
represents the new Mexican bourgeoisie that owes its 
origins to*the vsocial@turmorl vot *the revolutvonary 
period. This representative quality is, in fact, 
directly attributed@toshim by *Gamatiel ebernal: 

Artemio Cruz. Artemio Cruz. Asi se 
llamaba, entonces, el nuevo mundo surgido 


de la guerra civil; asi se llamaban quienes 
llegaban'a sustituirlo. (p. 50) 
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The implications of the symbolic value attached 
to Artemio Cruz are not relevant solely to the limit- 
ing context of a single historical period. He also 
embodies certain characteristics representative of 
Mexico in a more general sense. He is a mestizo, a 
product of its two predominant races. Cruz's name, 
received from his mother, yet the name by which he is 
known, in addition to symbolizing the myths he has 
relived in the course of his Tite woe is equally 
symbolic of the mixing or crossing of cultures that 
resulted from the Spanish conquest. He is therefore 
intended to represent a people, Mexicans of all races 
and classes. Not surprisingly, when Artemio's 
Subconscious addresses him in the second person 
narrative segments of the novel, there is often a 
certain ambiguity, so that what is spoken appears to 
be addressed, as in the following example, both to 
Artemio in particular and to Mexico in general: 

3a dé6énde vas con la chingada? 

oh misterio, oh engafio, oh nostalgia: 
crees que con ella regresar&s a los 
orfgenes: a cuales origenes? no t@: 
nadie quiere regresar a la edad de oro 
mentirosa, a los origenes siniestros, al 
grunido bestial, a la lucha porslalcarne 
del oso, por la cueva y el pedernal, al 
SACribicioO VeaglLanloCuLagmclmterroOrmesii) 
nombre del origen, al fetiche inmolado, 
al miedo del sol, miedo de la tormenta, 
miedo del eclipse, miedo del fuego, miedo 


de las m&ascaras, terror de los idolos, 
miedo de la pubertad, miedo del agua, miedo 
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del hombre, miedo del desamparo, terror 
césmico;: chingada, piramide de negaciones, 
teocalli del espanto,. (p. 145) 


The word "chingada", which has come to be con- 


Sidered a symbol of Mexico,~/is identitiedawiths Cruz. 


Toplaspreonunciaras-s.csetuspalabra.) yy 
tu palabra es la mia; palabra de honor: 
palabra de hombre: . ; . blas6on de la 
raza, Salvavida de los limites, resumen 
de la historia: santo y sefia de México: 
tu palabra. (pp. 143-44) 


Tans path ches ri tuealisticerepetitionroc ati seworcuin 
the novel (pp. 143-145), Rene Jara sees a symbol both 
of the condition of Spanish America and of Artemio's 
inability to complete the cycle that would end with 
the reestablishment of his sense of authenticity and 
his redemption: 
La condicidén histdé6rica y humana del hombre 
latinoamericano eS sintetizada en un vocablo 
que adquiere traza de sortilegio: la 
"Chingada" . . . La ambiguedad de esta 
palabra es suma y cifra de la incertidumbre 
americana .. . La chingada simboliza el 
obstdculo que impide al hombre trasladarse 
hasta sus orfgenes, su autenticidad ... Es 
una cadena infinita, El hombre: hijo de 
la chingada,, Lalvada, productosdemla i 
chingada..) Artemio) -—~tu=-~seene. pramogeni to 
de la chingada, 33 
Finally, Artemio Cruz must be thought of as 
representative of man in a more universal sense. As 


Rene Jara has affirmed, the voice of his subconscious, 


expressed in the second person narrative segments of 
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the novel, is also the collective voice of the 


Subconscious of humanity: 


El hecho concreto --al ser proyectado 
primero por el narrador demifirgico que 
habla en segunda persona-- se desrealiza 
en la imaginaci6n del lector, difumina 
sus contornos de cotidianidad para 
convertirse en representaci6n simb6élica 
del todo. 39 


In the following passage, in particular, Artemio is 
addressed as if he were universal man: 
Aprenderas a frotar dos maderos hasta 
incendiarlos porque necesitards arrojar 
una tea a la entrada de tu cueva y 
espantar a las bestias que no te 
distinguiran, que no diferenciar&an tu carne 
de la carne de otras bestias y tendrdas que 
CONStruiC mi templos, dictar mil leves, 
escribtramiieibros, sAadOrarnemiadioses:, 
Pinca Ml ecladroOs,;s Labi cal ml smaquinas, 
dominar mil pueblos, romper mil Aatomos para 
volver a arrojar tu tea encendida a la 
entrada de la cueva. (p. 207) 
Just as his existence is representative of a natural 
cycle, through which life begins, ends, and is begun 
again, his personal history is to be identified as an 
encapsulated form of the history of the human race. 
Although with ethes nOtablesolt ferences lati mia) 
spite of himself, he does obtain some form of 
redemption, Federico Robles appears to be an earlier 
version of Artemio Cruz. As we have seen, his life is 


also related to certain archetypal patterns and 


follows a similar trajectory as a result of its 
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relationship to the Revolution. By the same token, 
he is also a symbol of the new bourgeoisie which 
profited from the Revolution, and was, as Cienfuegos 
observes to him, the source of its betrayal: 

Ahora a ustedes les ha tocado acarrear 

con todos los pecados de nuestro pais. 

A usted, en lo particular, puesto que le 

ha tocado vivir todos los hechos funda- 

mentales de medio siglo de vida mexicana. 

(on 2573) 
Federico Robles' significance as a symbolic character, 
however, appears to be more particularly equated with 
Mexico and is not given the more universal connota- 
tions that are evident in the case of Artemio Cruz. 
Symbolic of the many destructive forces in Mexican 
life, Federico Robles is also described as a "gran 
chingom’: 

Los ojos de Cienfuegos, sonrientes, 

absorbieron todo el fisico, tenso y 

flaccido a la vez, del banquero y, 

en silencio, sus labios fueron 

repitiendo las palabras de otra 

entrevista, las palabras de otro hombre 

que invent6 el poder mexicano, de otro 

GranechinGgon mee (psaele 2) 
The identification between Robles and Mexico is fur- 
ther consolidated in the final chapter of Part II of 
La regi6én mas transparente. After the social disgrace 


that occurs as a consequence of his bankruptcy, Robles 


is described in terms of the eagle and the serpent, 
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thestwouheraldicisymbols of Mexico. \On account ¢of his 
downfall, he is referred to as "el dguila reptante” 
(p. 428). His eyes are described as those of a fallen 
bird ("los ojos de ave descendida de Federico Robles", 
p. 430). Rather than emulating the eagle, his move- 
ments are those of the serpent ("Su cuerpo reptando 
entre los cadaveres injustificados", p. 431). Not 
Only do these images confirm that Robles is 
representative of Mexico, but, because they have 
their origin in the legends of the pre-Hispanic 
ome, 7 they also serve to consolidate his identifica- 
tion with Mexican mythology and the symbolism of the 
sacrifice that is implied by his downfall itself. 
Further examples of the archetypal figures 
represented by Cruz and Federico Robles are not 
repeated in such detail in Fuentes' early works. They 
do appear, however, in embryonic form in Roberto 
Régules and Rodrigo Pola in La regién mas transparente 
and in Jaime Ceballos, who, in addition to being the 
protagonist of Las buenas conciencias, also appears 
briefly in, both La yregionymasetransparentenandgka 
muerte de Artemio Cruz. They replace the dead Artemio 
Cruz and the ruined Robles, will likely have a similar 
trajectory, and will ensure thatethessame soyclessare 
perpetuated. Indeed, the cycle has already begun to 


renew itself before the end of all three novels. In 
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Las buenas conciencias, Jaime Ceballos returns to 
the fold and adopts the lifestyle of his forebears; 
in La regi6n mas transparente, Roberto Régules 
prospers at Robles! expense, while his daughter 
Betina, married to Jaime Ceballos, represents the 
emerging generation that will replace him; and in 
La muerte de Artemio Cruz, Jaime Ceballos, also 
representing the new SS EA) abpearsiad bad wpancy, 
hosted by the agingacruze 

In addition to these characters, there are others 
who are also to be considered as having certain 
symbolic functions. In La regi6én m&s transparente, 
LOreinstance,, Ixca Cienfuegos fullills agrole that,.in 
some respects, iS similar to that of the second person 
narrative voice in La muerte de Artemio Cruz. Asa 
ubiquitous being, seemingly in all places at all 
times, he also acts as the collective unconscious, able 
PFOuesti Warnes gui Ceand sClOmp? OGaLNenmemoOlymOLeal Iaecnec 
other characters with whom he comes into contact. In 
possession of the total history of all the characters 
of the novel, it is small wonder, then, that he is 
able to stimulate recollections in them of events that 
took place even before their birth. In the final 
pages of the novel, it is clearly indicated that the 
entire story narrated in La regién mas transparente 


and more besides, in short, the complete history of 


| oe i 
: ; ana 
ers-itan aviledm> sacs . eal one tones aonowd 261. 


eit neqobe bas Glol' ems 


sluice tse RIeCaesG 


ch Ae © as “tr ei ' fs. ™ at ry} iS > re step ,salied of 
z f : 


tr sosiesa : - noises og less 
G sa , etsa > SST ot Be 
; ; 1p we dj poaisaesstget 
= ae bane ect? Rea/ enor 
. ; > pele ibhea 
pap P35 4 ac ovrée @iF OFF 
: <& a | “ji © ci z 
4 } e xT ay <ernn 7 
sui 28 2t ,&2oectes WCE 
> iTenm el si sotovy sv reantitan 
i | pores .pared aposivpids 


a avi diel fer + on wefoe befe od (semis 

eta yadeom vty Sag titop sis tide oO 

gamco ad _* ijiw etetoeteio tects 

rahxa> ea ifa Se 4 ‘(ohne s@ Yo dOigasuasg 

ei. @ $a0) yaons . iahorw Ljtra 6h SF ,tovor sit 20 

$e8F>afaeve 20. det? th atest iqees we te oF 
= hela cAtsigh eben et pti 


_—-S _ 
- a ‘ a in 
= 
- . : 


6 


- 


304 


Mexico and Mexicans, has been seen through his eyes, 
as if he were the depository of it all. Even: more 
explicitly, thegreadernm s! told 'thaticienfuedos setoic 
sum of all the events and all the characters of the 


novel wEverything fis reflected tin® ham: 


Y Cienfuegos era, en sus ojos de Aguila 
pétrea y serpiente de aire, Ja ciuidad, sus 
voces, recuerdos, rumores, presentimientos, 
la ciudad vasta y anénima, con los brazos 
cruzados de Copilco a los Indios Verdes, con 
las piernas abiertas del Pefion de los Bafios 
a Cuatro Caminos, con el ombligo retorcido 

y dorado del Z6calo, (pp. 453-454) 


Cienfuegos is also a symbol for man in Latin America, 


amixture Of two races: 


- . . los otros ojos, de almendra 
quemada, de Ixca, sus sienes pobladas 
de cerdas, sus anchos labios y sus 
facciones, alternativamente indigenas 
en pureza, pura y oscuramente europeas 
-- de un mediterraneo asoleado y denso 
yeOcitoso#ense lemarnwun (pp aglsie13 7) 


He is identified with the land and nature; his voice 


is likened to stone, his face to the Landscape: 


Rédrigo  diowla canara Greniuegos mcuvo 
la sensaci6én, inconsciente, violenta y 
olvidada, de que en el rostro de ese 
hombre se reproducia el mismo paisaje 
chato®ysoscuro delwpatiosweequcecierGstro 
de Cienfuegos descendia sobre el suyo, 
igual que la lluvia sobre los monotones 
de basura hinchada, sobre los techos de 
lamina y azoteas de tezontle y pavimentos 
de la ciudad. Y como en las calles, ese 
rostro se tragaba la naturaleza y la 
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mataba, como las calles, con un gesto 
que equivalia al ruido de sinfonolas 
vVectaxoOns.. 6 (pp. 6259-260) 

The principal female characters in Fuentes’ 
novels and short stories also perform an important 
function as symbols. The majority of them may also 
be considered as archetypes. Although it is not 
always the case, the women of indigenous origen 
generally embody the archetypal qualities of the 
Earth Mother. Others, often of European origin, are 
portrayed as the unfulfilled female. In La regi6én 
mas transparente, the women who have symbolic signifi- 
cance are the widow Teéddula, Hortensia Chacé6n, 
Mercedes Zamacona and Rosenda Pola. In La muerte de 
Arcemlo Cruz, “Regina, Catalina, «laura andy to sone 
extent, Lilia are symbolic of further aspects of the 
female. In Las buenas conciencias, the only arche- 
typal female figure is Asunci6én Balcarcel. All 
these women may be thought of as symbols "de la 
Madre Tierra, del origen, la fuente de toda vida, 
la matriz primigenia, signo de regeneraci6én y 
renacimiento". 41 

Teddula is one of the most evidently symbolic 
ssrifephh a paohei tc hed teksty ul sce sas iehatseiniso  qicitles aactelso= 
sents the mythical Earth Mother, Coatlicue of the 
Aztec Pantheon, from whom issued the gifts of food 


and life. Her face is described as being of dark 
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corn (p. 204), thus identifying her with the earth 
and the primary source of food of the ancient | 
Mexicans, as well as the substance of which they 
believed man was made. At the same time, she is the 
monster Cipactli, the devouring mother who is at 
Once the womb and the tomb . 42 Like Coatlicue, 
Teédula identifies completely with the earth and 
thes Ly thmicucy cle oOfsnature wasurke athe goddess: atoo, 
Teéddula has the duality of being the one who both 
gives and takes life, as is indicated by her caring 
for Rosa Morales' son when he is ill while, at the 
same time, seeking to feed life through sacrifice and 
death through the destruction of Norma Larragoiti. 
Teddula's symbolic function is more directly 
conveyed than any of the other female characters 
mentioned above because the re-creation of an ancient 
mythology in the contemporary world described in the 
novel is most explicitly portrayed through her. 
Hortensia Chac6én does not perform the ancient rituals 
broughntsbackatowlLi te sthrougheteodulaysbuteciaii. 
nonetheless representative of the long suffering 
female and the Earth mother, who embodies the essence 
of the origin, source of life, perfection and 
authenticity. After Robles' financial ruin, he 
returns with her to live in a small cottage away from 
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his origins. While Robles is not quite aware of the 
process in these terms, both she and Ixca Cienfuegos 


are abletto “place his life in its ‘true perspective: 


,Cua€l era este origen, verdadero origen, 
de’Rob hesi7 = =slxca. = aasabtas que: debio 

ser de tal manera escueto y sencillo que 

ele ixcay jamaselorentenderta Ole latvida 
oscura y marginal que Hortensia Chacén le 
ofrecia era-un Ssustituto, alo sumo un 
reflejo intermedio de ese encuentro 
original, que el ejercicio de poder descrito 
POG bradom barra. a. aanORClamS ino mlind 
fuga . . . de ese mismo origen escondido. 

Y en el destino de ese origen, sinti6é en ese 
momento Ixca Cienfuegos, alli se librarfa la 
batalla, allf triunfarfan o la nueva imagen 
de Robles, o Cienfuegos y Teédula. (pp. 356 
-357) 


Hortensia is sure of Robles’ origin and final destiny: 


Porque el mundo que sera al fin el mundo 
de Federico Robles esta aqui, créame 
usted. Todavia no, porque Federico no es 
quien es en realidad, sino lo que la vida 
lo ha hecho. Como yo. Pero atrd&s, senor, 
atras esta esa cara verdadera, la primera, 
la Gnica . . . Este era el mundo que 
queria. (p. 364) 


Thus, when the cycle finally closes for Robles, when 
his origin and destiny meet, he symbolically makes his 


way slowly towards Hortensia's apartment: 


Y el Gltimo peldafio, roto, donde el pie 
muelle pierde el equilibrio y toda la 
vida es vuelta a sacudir, exigiendo que 

se le recuerde, que se sepa que fue todo 
lo anterior, que se niega a ser cancelada. 
Alli, a la altura del Ultimo peldafio, se 
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abrfa la puerta de Hortensia Chacé6n. 
(p. 433-434) 

In La muerte de Artemio cruz, first Regina, then 
Catalina, and later Laura represent the possibility 
Oreauthenticity torn Artemio Cruz, but, unlike 
Federico Robles, Artemio never takes advantage of 
this opportunity. These women nevertheless remain 
in his memory-asshis ultimatespossibility of 
redemption. ReqinafsewhotforsArtemidonn sutheaideal 
woman, beautiful, sensuous and generous, is the 
surest representative of thesEarth Mother.% Of mixed 
blood, like Artemio, she is, perhaps, the only truly 
authentic character in the novel. Catalina Cruz, 
Artemio's wife, is representative of the frustrated 
female, and, as such, can be compared with Asuncién 
Balcarcel, Jaime's aunt and adoptive mother in Las 
buenas conciencias. Although their frustration stems 
from different sources, both women symbolize the 
unfulfilled female, Asuncién as a result of her 
inability to bear children because of her husband's 
impotence, and Catalina because of her inability to 
love and allow herself to be loved by her husband. 

The portrayal of characters of archetypal sig- 
nificance is not the limit of Fuentes' endeavour to 
give his narratives the connotations of myth. The 


depiction of such characters should be placed in the 
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context of our earlier references to magical realism, 
which, as Rene Jara has explained, entails the 
representation of reality “in “different and “broader 
terms than was possible in the traditional novel: 

Hiw re laroutradi clonal eclatrabajac con 
la ecuaci6n causa-efecto, constrenia la 
realidad a lo que garantizaban las leyes 
del mundo ffsico y lo que no se asimilaba 
a esas leyes era considerado "sobrenatural", 
prontamente reducido a la flagrante falsedad 
de hechicerfia supersticiosa. 

Las distinciones entre naturaleza y 
sobrenaturaleza desaparecen ahora para 
conjugarse en una realidad cuya fndole nos 
remite al estadio mitico, por cuanto el 
objeto del relato es la recreaci6n de las 


conexiones del hombre con las fuerzas 
c6smicas que encarnan en su mundo. 


This "super-reality" embraces all possible realities. 
Physical reality is not distinguished from psychic 
reality and has the same value as dream or the 
processes of the imagination. Life and death are 
portrayed on the same level, so that the long dead 
roam the earth just as those who are still alive. The 
distinction between sleep and waking and between what 
is spoken and what is simply thought all disappear. 
In effect, it is a view of reality that is inherent 
to a view associated with myth. 

As we have now established, there is much in 
Fuentes' early fiction that is associated with myth 
and much that is based on a magical realist view of 


the world. In the terms of this view, it need not be 
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explained why Aztec and Mayan gods appear in modern, 
twentieth century Mexico and demand sacrifices as in 
ancient times, The reincarnation of Chac Mool and 
the ability of a mouth snatched from a painted por- 
trait to speak and to control the movements and the 
mind of Oliverio are further indications of the 
phenomenon. In this world of marvellous reality, it 
is accepted that an orchid might bloom from a human 
coccyx, that Carlota's ghost might appear in an old 
mansion in Mexico City, and that the old widow 
Consuelo might reincarnate herself as the youthful 
Aura. This view also provides the context in which 
the thoughts of characters in La regién mas 
transparente are passed to Ixca Cienfuegos without the 
benefit of speech and gives some basis for explaining 
Cienfuegos himself, who seems to be omniscient and 
omnipresent. By the same token, it allows us to 
accept the scope of the memory attributed to Artemio 
Cruz, who is able to remember the events of the day of 
his son's death in the Spanish Civil War in detail, 
although he was not present, to remember his own birth, 
and to narrate the story of his own death. 

By having recourse to the techniques of magical 
realism and giving his characters and their conduct 
the same terms of reference as myth, Carlos Fuentes is 


able to convey a sense of time that is much broader 
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than might be accepted conventionally. The sense of 
time revealed through magical realism and myth is not 
limited, in terms of the individual, to a time that 
encompasseseiicmpiten, tte and death, or to the 
chronological sequence cf events that occur in his 
lifetime. It embraces all times and places, does not 
distinguish absolutely between life and death, nor 
recognize any distinction between the perception of 
time from interior or exterior, subjective or cbjec- 
tive points of view. What this amounts to, as Rene 
Jara has pointed out, while referring to statements 
fromeOctavio Paz.sblearco yela lira sismaspenticular 
sense of timelessness; 

Este tiempo mitico reencarna y actualiza 

en los personajes que lo poseen; su 

movilidad abre al hombre "las puertas de 

acceso al tiempo criginal que abraza tcdos 

los tiempos, pasadcs o futuros, en un 

presente, en una presencia total. . 

"El mito, asi, contiene la vida humana en 

Su totalidad: por mecio del ritmo actuadiza 

un pasado arquetipico, es decir un pasado 

que potencialmente es un futuro dispuesto a 

encarnar en un presente", Por eso, en la re- 

gién temporal del mito los contenidos de con- 


ciencia del individuo se funden con los de 
la humanicad. 


Fuentes' use of myth should not therefore be seen just 
as a device intended to give poetic texture to his 
work, but as an essential element of the overall sense 
that he makes ofetime. The) expliciu relationship 


of characters and events to mytholcgy, the collective 
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unconscious, represented by the second person 
narrative voice in La muerte de Artemio Cruz and by 
Ixca Cienfuegos in La regi6én m&s transparente, and the 
apparent santlity. Ot characters sto identity, suchas in 
Las buenas conciencias, with events that are not part 
of their own direct experience, are all to be consid- 
ered among the characteristics of Fuentes' portrayal 
of time in terms of myth. Moreover, the perception of 
time in such terms is not adjusted solely to the 
linear, chronological flow of events. It is attuned 
to a broader system of measurement and is adjusted to 
the rhythmical cycles of life, death, and regenera- 
tion. For this reason, the representation of events 
as part of a continuously repeating cycle forms an 
important part of Fuentes' works and, for this reason 
also, the past looms so largely in his narratives. 
Each individual carries with him the burden of his own 
pastrandethat) Ofthis kind ,ewhich entalls@asmemnoryeon 
all that has preceded, even to the point at which 
history began: 

Estoy sentado en una playa que antes --si 

recuerdo algo de geograffa-- no bafiaba mar 

alguno. No hay mas muebles en el universo 


que dos estrellas, las olas y la arena. He 
tomado unas ramas secas; las froto, durante 


mucho tiempo . . . ah, la primera 
chispa.’s ...: ("El que invent6 la p6élvora", 
pp. 96-97) 


In the light of these observations, we may 
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shales 
conclude that the connotations of myth are evident 
throughout Fuentes' early fiction and are reflected 
in the manner in which he has structured his 
narratives. The three concepts that may be noted as 
relevant to the understanding of myth are equally 
applicable to time: that the different elements 
which contribute to the multi-faceted nature of 
reality are of equal significance and may be perceived 
Simultaneously; that man has conducted himself, and 
always will conduct himself according to the same 
basic patterns and sense of understanding of his con- 
dition; and that the past and the present thereby 
constitute a single phenomenon that together determine 
the inevitable direction that events will take in the 
future. What we have endeavoured to demonstrate in 
PuemCOUrSe@OLOUrMSCUCYeSmtnatethesstructural 
characteristics and the content of Fuentes' early 
fiction serve the purpose of examining and illustrat- 
ing these concepts. The de-emphasis of a chronological 
sense of time, the fragmentation of the narratives 
through use cf time shifts, the presentation of time 
from a subjective point cf view, the fusion of the 
past and the present, and the portrayal of events in 
terms of their cyclical recurrence are, as we have 
seen, all devices employed by Fuentes with the inten- 


tion of revealing the underlying connotations of time. 
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In brief, it may be concluded that he has 
endeavoured to discover in what sense life in con- 
temporary Mexico may be seen as a response to the 


archetypal patterns of myth. 
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; In addition to the general sense in which we 
have used the term destiny in this study, to refer to 
the lot of the individual, it sometimes appears in 
La regidén mas transparente and La muerte de Artemio 
Cruz with a slightly different connotation. For 
example, Ixca Cienfuegos appears to use the term in 
a fatalistic sense to indicate a kind of powerlessness 
on the part of the individual faced with his fate 
(pp. 241 and 263). Rosenda Pola tends to use it in 
a much more positive sense to indicate the possible 
goodgthnatwcould have come from her lite (opp f9152, 
153 and 235). Norma Larragoiti gives the term a 
Slightly different sense when she says to Cienfuegos, 
wYOmSO1LO he cumplido mi propio) destino o9\ pes 0y men 
which she appears to equate it with financial and 
social success. In La muerte de Artemio Cruz, the 
term occasionally assumes the connotation of fate in 
an almost classical sense in statements such as "tu 


gu 


destino te perseguira" (p. 17) and "el destino te 
encontraraé" (p. 17), and sometimes in a sense that 
seems to imply predestination: "la fatalidad de su 


destino’, (p. 46). 


See for example pages 253, 287, 356 and 394 
of La regién mas transparente and page 279 of La 


muerte de Artemio Cruz. 
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regi6én mas transparente. 
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Artemio's subconscious, the second person 


narrative voice, indicates that these are the main 
motives behind his decisions: "al elegir si, al 
elegir no, al permitir que no tu deseo, idéntico a tu 
libertad, te sefialara un laberinto sino tu interés, 
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aS Rene Jara identifies the myths in the follow- 


ing passage: 
BlesSambpoLoOscrurstvano, dels dolom mde L 
sufrimiento resignado, del destino de 
Sacrificio, de la separaci6én de los 
hombres y, en este caso, de si mismo 


en la mezcla de la sangre que se 
lbhsoversajelbielbel ie, sh) x 


2 For further discussion of the significance of 


the word see Octavio Paz, El Laberinto de la Soledad 
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CONCLUSION 


Our method of analysis of time in the early 
fiction of Carlos Fuentes is based on a description 
of four distinctive elements in his work: the fictive 
present, thesfictiverpast) the £Lusionsofepastwand 
present, and the relationship between time as theme 
and narrative structure. It is therefore appropriate 
that the point of departure for our conclusions con- 
Sist of a brief review of each of these elements as a 
means of making some general observations concerning 
Fuentes' preoccupation with time and the manner of 
its representation in his early work as a whole. 

Whether it is subjected to some development, as 
in Lagregion «mas; transparente stoner vesmasiwagstatic 
point of reference, as in Las buenas conciencias, the 
fictive present constitutes the nucleus of all of 
Fuentes' early novels and short stories. As a point 
of reference, it is the prop required by the reader 
to maintain a sense of order in the narrative and to 
permit him to integrate the multiple levels of time 
that are evident in the majority of Fuentes' works. 


Undoubtedly.,. it ais stor this ceason that, the fictive 


2a 


Wot Stree 


i+ 4 syfems 26 hotties £90 


sau sO0LTE. £© noisot? 


7 

; 
v 
i? 


qi g+tageiote wispalzelil a0 25 


$ ow € 
< imag evisol2 ons ,toorssg a 
f «6 20 = sieonggdaion add bre 4 omemesq 
7 ; ~ t 
e x es sige xsts #1 sretourte evicayvean brs 
aie | Ge > : ; h &o gatod sma feds 
' rene: | ond 2 “<3 + jeisd & to Jeie= 
eurAyaanoo 250 S tone asve SALSEam Zo saaom a 
: 7) $55: ix Beiv coiyeq@esesw ‘sednavi 
wiw & 26 Atos tan eitl ef noisiceeeesges acs a 
ag 
2 imancoksyss 4c Oe La dhe Us aA oams oe? ~ 
ade) 5\ 26 evise2 20 \4Z5 saat ona ab 7 - 
i 
bds  palonoigron sensid €c Me Se -naates 26 “a 


*n ifs to slailovs bd. 2asuec iieiaa {rege TS 5 - 
qee?s J 20He, Ne elovas eee ) S 


tell i 


SZ 


present generally develops in the context of a 
relatively objective chronological framework. Regard- 
less of the evident linear progression that it con- 
tributes to the movement of the narratives in general, 
however, the absolute temporal objectivity of the 
fictive present is affected in some cases through its 
extreme fragmentation, the interpolation of the past, 
and the introduction of less objective elements, such 
as the processes of thought of a character. Nonethe- 
less, the general impact of the fictive present on the 
narrative structure as a whole is to endow it with a 
sense of objective time and, as such, to provide it 
with a sense of time related to the real world. The 
importance of this characteristic is particularly 
SLonuelconcernmlight ofpthe pfactethatseciesgreaters 

part of Fuentes' narratives convey some degree of 
subjective time. 

The fictive past, for instance, predominates over 
the fictive present in Fuentes' early works. In some 
cases, such as Las buenas conciencias, the present is 
almost entirely effaced, and it is only in "Letanfa de 
la orquidea’, thatethe»past does not intrude on (the 
present in some forme, Although several techniques) are 
employed to integrate the past into the narrative, 
its introduction usually conveys a sense of subjective 


time as a general result of attributing it to the 
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memory of a character. Moreover, the narration of 
the past itself has a significant impact on the over- 
all structure of the text because it is a key factor 
in fragmenting the narrative, in multiplying the 
number of time lines, and in diminishing the sense of 
objective time that might otherwise be obtained. 

The process of reducing the purely objective 
connotations of time is equally enhanced through the 
fusion of the past and the present. Although this 
fusion is obtained in several ways, not the least of 
which is the integration of the narratives pertaining 
to the fictive present and the fictive past, one of 
Fuentes' principal techniques is his recourse to the 
devices associated with magical realism. The result 
is the creation of a sense of super-reality, which has 
a marked effect on even the most objective of time 
structures. The fusion of past and present produces a 
sense of cyclical time, which imposes itself on the 
linear structures implied by objective time. Moreover, 
the. attribution of a cyclical form to the progression 
of time affects both the fictive past and the fictive 
present as a consequence of Fuentes" recourse to 
certain narrative devices, such as the disposition of 
the text itself, or his portrayal of cyclical patterns 
of conduct that are evident in the lives of the 


fictional characters. The overall result is that a 
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sense of cyclical time is the predominant temporal 
structure of Fuentes' early fiction. 
inemcy.iclvealecharactern OfpMtimesgandeits effect son 
Narrative structure are further enhanced on considera- 
tion of the principal themes related to time. The 
themes of the inevitable past, destiny and myth are 
not only interrelated, but exercise a significant 
influence on the time structure of Fuentes' novels and 
short stories. Through their elaboration, a concept 
of time is conveyed according to which the past con- 
tinues to hold significance for the present because 
the patterns of human behaviour, as well as those of 
nations, repeat the patterns of the past. Thus time, 
as is implied in a general sense by the history and 
destiny of each individual and nation, is portrayed 
as the continual repetition of a pattern that has 
existed since time itself began. The structures with 
respect to time that are evident in the works we have 
discussed are, in effect, a function of the expression 
of these ideas. 

Although there is some variation in the tech- 
niques employed to elaborate the themes and structures 
to which we have referred, it may be concluded that 
Fuentes' early fiction is constituted by a cohesive 
group of works. Los dias enmascarados may be seen as 


an introduction to the group as a whole, not only 
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DeCcauseeUcawassthestirst tombe published, but also 
because it contains techniques and themes that are 
later developed more fully. The recuperation of the 
past and its use as a means of fragmenting the 
chronology of the narrative are evident in "Chac 
Mool™; In =the same’ story, the brief, Static fictive 
present, leading to a fully developed fictive past, 
in addition to the technique of beginning the narra- 
tive at its end, are more fully elaborated in Las 
buenas conciencias. At the same time, "Tlactocatzine, 
del jardin de Flandes", both from the perspective of 
its techniques and its content, is a shorter version 
Ob AU La. 

If Los dias enmascarados is an introduction to 
the works we have discussed, La muerte de Artemio Cruz 
is undoubtedly their culmination. In many respects, 
the techniques through which Fuentes' concept of time 
is portrayed in the earlier works are refined and 
perfected in this novel. The recourse to memory as a 
means of presenting the past; the use of the third 
person narrator in passages attributed to the memory 
OL 7a Character; the StructuringPon dsnaLcallvemsaround 
the nucleus of a fictive present as a means of 
delving into the past; the preponderance of past time; 
the use of time shifts in fragmenting the narrative; 


and a linear time structure subordinated to a cyclical 
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form: these are all techniques which are handled 
with more complexity and confidence than in the 
earlier narratives. 

In comparison with the earlier works, La muerte 
devArtemio Cruz is a significant consolidation of 
narrative content. Artemio Cruz is a more complete 
character than either Federico Robles or Jaime 
Ceballos |The werajectory) of his destiny is traced 
more fully and the patterns of time portrayed through 
the narration of his life are presented in more detail. 
Whi testhesattempt sin le region mas  transparente, |to 
postray the entire society of Mexico City has a cer-— 
tain merit, it also poses problems, among which is the 
difficulty, of projecting a Single, but complex and 
representative, symbol of society as a whole. It is 
possible that Ixca Cienfuegos is intended to fulfil 
this function, but, in La muerte de Artemio Cruz, 
although Fuentes covers less territory, so to speak, 
he is able to use the central character of the novel 
as a much broader, more comprehensive, and more 
evident symbol, representative of Mexico as a whole. 
This endeavour to portray Mexico by means of a 
character-symbol should not, however, be seen solely 
as a development in Fuentes' techniques of character- 
ization. With the exception of several of the stories 


of Los dfas enmascarados, the history of Mexico, with 
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particular emphasis on the revolutionary and post- 
revolutionary periods, is not just a background 
against which Fuentes' narratives are set, but an 
PVEsEnSUCEO ay tao heahiSmsubjectemmAs isiuch ~. thesatime 

that elapses and the manner in which it elapses during 
Enems pangocethesliulenofeArtemLomCruuz, MOLeMLOG that 
matter, during the life of any of the other characters 
portrayed in Fuentes' fiction, are intended to be 
identified with the same time that passes and the 
manner of its passing for Mexico itself. By establish- 
ing Artemio Cruz as a more clearly identifiable symbol 
of Mexico and its history, however, the accomplishment 
of La muerte de Artemio Cruz as a culmination of the 
period of Fuentes' work with which we have been con- 
cerned, is that it presents his preoccupation with 
time and with Mexico in a more complete and more 
unified storm. 

The characteristics which establish the cohesive- 
ness of Fuentes' early works are also those which | 
distinguish them from his more recent writings. More 
recently, his preoccupation with time has been placed 
in a different context. The predominance of Mexican 
history, mythology, characters and settings is to 
some extent attenuated by other factors. This is not 
to say, however, that Mexico and its people are no 


longereasmajorn concern Of Fuentes, but rather that 
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these concerns are placed within the broader context 
of the world at large. The narrative techniques 
employed in the more recent works also represent a 
considerable development in comparison with ities 
exploited during the early period. While later novels, 
Such as Cumpleafios and Terra nostra, might well be 
discussed on the basis of the methods of analysis used 
in this study, it is clear that they would need con- 
Siderable refinement and sfeagnnediens Ourestudy, 
therefore, is only a partial view of the significance 
of time and the methods of its portrayal in Fuentes' 
work as a whole. Nevertheless, our analysis confirms 
Our opinion that Fuentes' early period, as we have 
de@binedad tat MOU Gen. GoOdUGt) On meSrenl leaact ,)COlnS ti tiu— 
ted by a group of works in certain aspects distinct 
from the works he has written more recently. Thus, in 
spite of the limitations which we established in 
defining ties scope Of OUGLES LUCY 41 Ge1SsiOoped sthaveour 
analysis will serve as a useful point of departure on 


which to base a further study of Fuentes' fiction. 
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